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Introduction to Maqamat & Ajnas 


Maqamat 


The word "Maqam" is an equivalent of whaf s known in English as 
the "musical scale" or the "Mood". It is generally perceived that Western 
music is built upon two essential musical scales, Major and Minor. 
However, Middle Eastern music has virtually over 200 Maqams (some 
say -260+ Maqams !), reflecting a great extent of richness and versatility. 
A Maqam is built upon a set of specified tones within an octave, 
extending from the low bass note (i.e., tonic; known in Arabic as "Qarar") 
to the high/tonic note (known in Arabic as "Jawab") and thus embracing 
eight diatonic intervals within that interval. The Maqam upon which a 
certain melody is formulated primarily expresses a general theme or 
Mood and hence instigates certain trends or feelings in the listener's 
mind/emotion. Some of these Maqams tend to be flavored by an 
atmosphere of happiness/openness (e.g., Maqam Ajam), whereas others 
may generate a feeling of sadness/grief (e.g., Maqam Saba), while others 
would probably form a general feel of musical "ecstasy" (known in 
Arabic as "Tarab"; e.g., Maqam Bayyat), or probably an intense anxious 

feeling (e.g., Hijaz Kar).and so forth. However, nothing in that 

regard is engraved in stone. Culture, environment, mindset and personal 
taste...etc. all can dictate how we perceive and react with each "Maqam" 
eventually. 

Despite the fact that there are more than 200 named Maqams in the 
Arabic/Eastem music, there is almost a general consensus among most 
masters of the Arabic music that sum up those Maqams and classify them 
under eight Maqam "families". Those Maqam families are: 

1. Saba family. 

2. Nahawand family. 

3. Ajam family. 
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4. Bayyat (or Bayyati) family. 

5. Segah family. 

6. Hijaz family. 

7. Rast family. 

8. Kord family. 

Some of the musieal sehools also add a ninth Maqam family separately 
whieh is: 

9. Nawa Athar family. 

The best way to recognize a Maqam is to basically go with the flow 
with the melody until it resides on a certain note, in order to better 
identify its trend and nature. This feeling develops more with frequent 
listening to music to become a second nature for the music enthusiast. 

So, why is it important to learn Maqamat? 

Learning Maqamat makes it a lot easier to learn how to play many 
songs when you hear a certain song, especially without availability of its 
tablatures. Also, understanding Maqamat makes it much simpler to 
improvise and modulate melodies. So in other words. Understanding 
Maqamat facilitates and directs the flow of improvisation inspirations. It 
kind of draws the main borderlines for the improviser. Therefore, 
Maqamat rather come as a useful tool and not a restraining law ! 

In fact, you can almost tell that with big time composers (like 

Sunbati, Abdel Wahab, Mooji, Baligh Hamdi.etc.) the Maqamat 

served their composed melodies rather than restrained them, as if the 
Maqam "complied" to their music. Eventually, as the word 
"improvisation" implies, music is to be always expressed freely. 
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This DVD-Multimedia presents Maqamat in shadows of those 9 Maqams 
and their family-branching ! 
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Ainas 


A Maqam usually consists of 2 sets of chords, one being 
stem/original set while the other being the branch/secondary set. If we 
listen carefully, we'll notice that each of these sets is aetually responsible 
for the expression of that general theme/atmosphere/character of the 
melody. The differential combination between those two variable sets 
(Ajnas) is primarily behind this enormous diversity amongst different 
Maqams. Sometimes, a tri- or tetra-chord is not enough to present the 
personality of the set, and hence a pentaehord (composed of 5 notes) is 
needed, forming what is known as Aqd (meaning a "necklace"). A simple 
truth about Maqamat is that the versatility in Maqams and their names in 
Sharqy musie simply arise because of: 

• Different combinations of those sets/Ajnas forming a Maqam. 

• Difference in the residing note where a melody rests/resides. 

• Difference in the manipulation of the scale notes to comprise a 
eertain flavor/personality of that Maqam. 

For the sake of simplieity, the first 4 tones of the scale (Maqam) 
formulate the first (original) Jins, whereas the second four formulate the 
seeond (branching) Jins, thus completing the scale of 8 notes. Those 
multiples of four conseeutive tones are referred to as a "tetra-chord". 
However, there has always been a dispute about the length of a Jins being 
a tri-ehord (3 tones) or a tetra-chord (4 tones) or a penta-chord (5 tones), 
as to what is the minimum number of eonsecutive tones that enable 
charaeterizing the Jins and separates it from another, in one aspect. Let's 
just say, each school has its compelling respected opinion and evidence, 
so we'll leave it there for ease purposes. 
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With this simple classification (relying on the tetra-chord) Jins (set) 
concept, and based upon their length (or range; as measured by multiples 

of ^of a tone), "Ajnas" can be classified into 5 major categories. Before 

enumerating these categories, let's have a look at this following schematic 

showing how a ^tone transition can be produced by action (pressing 

along the string against the oud fingerboard, of the 5-course Arabic oud) 
shifts: 

1 tone 
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Color Designation 

Bikar (Natural) 
iBemol (lower by y2 tone) 
iDiez (higher by y2 tone) 
iHalf-Bemol (lower by Va tone) 
Half-Diez (higher by Va tone) 


So, in other words, in the "hypothetically" fretted oud (with 7 frets after 
the nut to the end of the fingerboard, right at the junction with the 

soundbox), the distance existing between 2 consecutive frets equals ^ a 


tone. 
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Now, with that in mind, let's have a look at those 5 "Ajnas" categories: 


1. Raised Set (Jins Za'id; l>^): 

• Range: 12 quarters (12 X ^tone): 

Z Example: Jins Nawa Athar: 
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2. Extra-Full Set (Jins Fawq Tamm; (jA c>^): 
• Range: 11 quarters (11 X ^tone): 

Z Example: Jins Segah: 
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3. Full Set (Jins Tamm; l>^): 

• Range: 10 quarters (10 X ^tone): 

Example: Jins Hijaz: 
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4. Moderate Set (Jins Mutawassit; l>^): 

• Range: 9 quarters (9 X ^tone): 

Example: Jins Segah JJuzam: 
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5. Reduced Set (Jins Naqis; 

• Range: 8 quarters (8 X ^tone): 

Example: Jins Saba: 
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AaflcliLal^All 


"^Lc." ‘^1 Aja^)jjiJl ^LLoll ^\,,yicl 

JlLoj jJI^ yi^ll ^‘‘)i ^aJLoiJI "s .lAi,i>j.iJ 

\_^1 l_x A_Aij (jJ-J (Jj-^_J (Jjjj_Ljjj ^j| ^<a (jljJJ jl t_s\_j£jl 


A <a» ‘ll\ l^-Lalj dlLiJu C5^ Ac. 

Jjc. AjiijJ ^4_jjLp ^t na a Lc-ldiajlj A A^j^ ^ILa tJ^j 

A •yg 'llj (j^UajV^ l^j)»..>!ii (.''l.^ “vj L-a djUalLall (_jx (jl _^^LuJl 

L^lLaj COjtil 'illj L^^}JLa]l *■’' 1 » n (JlLa LalLa >l^j 

,1jl^j C(j^)j^l jl ^ja.iii.ll (_g-lc. (.''' 1» n .13 jl ^l£i (JlLa o^)^ 

(jjJJillj A_ijl3^j]l A 'i\\ "N c ^ Q •vWI (Jx-liall iii 11 (ji tJ-k-al^j 

(J-C-lij A ciUi (J_£ . A ‘ijjlij 4_alaj]l (ji j] c^'qj tii^^l 

i ^-Ijyi U_9^ ^-LaJl (jl (^1 c^‘‘);iii^^ia]l 


^ ^LLa ^)_iJiaIil (j^ (jjij'^jiii^^iajl 

;^U11 A-Jjoi^^l JJ-aVI jA (^La 

L_a^)lj_iVl (jl i) .^Liall 1—^j-a (jj_^ (J^^—^Vl -1 

(Jiii'i (__)joLi^VI ‘_S^llLatl i^jA (_jjjLaiVI djLalLall 

.^ILall 

(jl jl _L_flj_jtll A _kj^^j jLjuVI _ujIj < _fllgtii liiil -2 


jL^Jal j)^ U*^ Aji.^ -N iii cIliLalLall 

^C-Sjatll ^-Liill ^ILall (jjoli^l (jiaau 

oJLc- ^LLa c^'‘i.Uiijia]l ^jaLall cillj] Alikllj jl^^Vl Jalkj -3 

^A u« A Jalkj 
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(JllLaliAll ^auiau IjLftJ ;ljA Ajjiij ^5^1 (JljjuJI 


(jl (.“'I ^alLall ^ g ^ \»'l (J^Lik <• _S jLaJl (_3-ic- (Jg tiij 

(j_x tiUjj (jjJJillj ^)-J^i jjJlillj L_a^^jiJl A_j^.l3 (Jii-aJ 

(ji .Y'v'l liJ l\l ^LftjuiJlj >iii'vyI ‘ic ‘ill (JjujJjoliII (J\^ >iii 

A_^ljC jxjoll t4_^l cA^lailll (."il L*^ (JjLalLJl (-J^ljJ (j^ lilliA 


^Lc ^LLoll (j) .J-^J LS^)-^ 

^Ij^)jul 1 oJAjtiLo ^Ljui^V jjVi L <l,^g j ‘LuluiI ClULjJa^ 

-lic-j 'LjIj (Jjla L)^j L^LjJa ^_gi (J-«^'< 

cJ ‘‘‘’ (j A '<i<all L_aJa^ L«jl^ 

,(j2)Uayi (_g^ (j£j tAilLwiJl (j^ 


(JjAjJa (jjJjuL^^ La^j-aC (jjjkjjjj^j-all 

^ jl^ L-alLa ^ Tl^ll tj. 1^^1 ^Lc. ^_gJ3 IaJA£. UiJ-^ C 5 -^ 

^.LaIc. ‘Lj V tj.lC- (ji V) .iJ-lujJl 1.1A (_j-a _^j(j;iLji]lj ^lTl<all 

"dl^iULc." QAjJa dlLalLall IjL.^j ^ ^'q)i.j,i^^l 

^^Laii IaJ. 1C- ^lA^jL-aJj (JjLaliall <^^l]j (JaaIj 

(^Uj ^La-uj) <—Sj^)^ ^,^'s'i s^l_^ (J^Lk Ia jLa-uJi J^)_uj (j-^-aJ dl^iULc- 

;^_gA Sjljxll _djLalLall 

Uufl i(ja 
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:j 

JJjtJl (^4_ijlc.^ 4 j*_juiIj aJjIc. ^Lull dj^lxll (-lii^l JSj liA 
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(j) \ Ijj /'^jjtLi^l" _]Ij L_fl^)3U ^1 ^ILall 

c^-LiiLiU^a djLftij LSJ^ “Kjoju IjIjlLuI^ ^ILiJl 

^tjoiLl^l ^■»a>,ii‘i (.^111 ^1 ^Ja3 ^luJI 


(jl ^n»j (__paJtJli _(__)joli^Vlj (^U'n Iaj La .^LSt. (jjl^ tilliA 

La£ iA \tiiLii‘i<a djLaxj (Jill'S jl J dj^lij (_j-a (__)jU^1 

1 g J^Lj^I Ajtjllia t. ‘iVi'v'l ^(jj.i<a'v\l 1 g ‘l<a ^)^VI (jl L>^-aJ 

^ ^ t^Jti^q'l^aj (_]^ ■« ^ La \ g ^ILall Un^ ^>aa ill \ g t>>» U 

(JaJju^l^ (Jj^joull <• _S-1^ ^jtj.iWll JlC-L^I ^1 (Jiklj!lll 

(." A» \ (jtiWlI (j) ^Liic-l 4ujl£^\j ^)^V1 (jJo» ill (JI 3 

^j.iW La^^l (^jjjoU^ ^ILall ^aluj ^■>jtiiVl ‘AJjI ktiU ^j£b.a^ ILl ,4ijuAxiiLa 

tiiL (jl ^)-aVI jl^ 

^ILa tJSJ s^^jIaaSI 4 tdL ^laAsaV LjJjjuJl ^jA LgjuLiaj 1jj,Jlakj (__)joli^VI 

'^jiijai^jAll djLalLall (Jja'nII ^I'lA ^Aj qC- ^_yij^ J') U^ 
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Sensible Note 
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Sensible Note (Hassas) 


One essential concept in playing Maqamat on the oud (and of 
course on any other complying instrument) is the sensible note (Hassas; 

It is in essence the note(s) that changes during ascendance and 
descent along the scale of that Maqam. What the Hassas conceptually 
does is that it renders the swinging between the high/tonic and low (tonic) 
note along the scale of a particular Maqam more pleasing to the ear. The 
following is a pretty common example, which is in Maqam Rast: 







■ LJ^lj 
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As indicated by the grey arrow (and circle), while ascending the scale of 
Maqam Rast (of course with the black arrow pointing down !) the B takes 
the half bemol stance. Now, after the finishing of the scale, and on the 
way down (with the grey arrow pointing upwards) the B becomes bemol. 
This concept is better comprehended by practice. Give it a try and see for 
yourself, you'll definitely like the scale more that way, rather than 
sticking with the same note (B half bemol) on the way down as up. In 
some Maqams (e.g., Rast, Nahawand) the impact of the "Hassas" is more 
compelling than in other Maqams (e.g., Segah) due to the nature of the 
Maqam. 


During the course of this whole DVD, you'll see that grey arrow 
and circle. Well, now you know it's the "Hassas" (sensible note) ! 
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^ jLa^l (j^jUlj ^ILa iJljlJaJai^l aJ jLujJ La l^Aj 

;(.“Uiil^l ^ILa CS^ tJLLa jl 




1 1 




-:- 



Doof 


“ 1 

, ' 


ixctol 






-lie. t. ^_gj-jj L_SI^^3U AjuLuJI a -a» ill (j) ^_gJ] ^aojj^l tiijJ 

i.ii\l SjLuj] ^-a -lie. U^J tj.i\l s^Ljj] ^-a 
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Komat in Eastern Music 
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^^Komat^^ in Sharqy Music 


It is generally acceptable in Western music that the smallest 
fraction practically used by musicians is the half-tone. This means that an 
octave embraces 12 of those inter-note spacers. This also means that 
certain notes will have to overlap (for example the note F diez/F sharp is 
the same as G bemol/G flat). Even with Sharqy music that further splits 
that half tone to produce a quarter tone, and meaning that an octave (or as 
known in Arabic as "Diwan") contains 24 quarter-tones, there could still 
be overlapping between notes, at least theoretically speaking. 

However, there is an increasing consensus among musicologists 


that the human ear (actually brain) can differentiate/sense as little as 


J_th 

9 


of a tone transition. This small fraction is considered a "Komah" or in 
Sharqy music (i.e. accumulative tone; fraction of a tone). Keep in mind 
though that an experienced musician (or anyone else with keen sensitive 
hearing and distinctive listening ability) can differentiate smaller 
transitions. This latter frame comprises the essence of whafs known 
today in musicology as the Arel-Ezgi-Uzdilek system. In simple essence, 
this system considers that a full tone consists of 9 Komah's, while a half¬ 
tone of 4 Komah's. Hence, an octave contains 53 Komah's. 


To further exemplify this issue more clearly, let's lay out some 
examples necessary to capture the essence of some Sharqy Maqams in 
practice: 


1. Third note in Magam Hijaz versus forth note in Magam Saba: 

It is known in Western music that Fa diez (F sharp) is equal to Sol 
bemol (G flat). However, in Sharqy music they are not necessarily 
alike. For instance, if we closely shed some light on two very famous 
Maqams in Sharqy music (Hijaz and Saba) and compare 
(superimpose) those two notes, we can see the following (on the oud 
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One can notice that the action points for that same note in the two 
fore-mentioned Maqams are practically different, in order to materialize 
the Maqam with its specific spirit. Therefore, the G/Sol half bemol in 
Maqam Saba is a bit lower (by "Komat") from the F/Fa diez in Maqam 
Hijaz. Those subtle fine differences are essential to express the true 
specific feel of the Maqam. 

2. The note E half bemol in Maqams Sikah, Bayyat and Rast: 


If we closely look at the tone (E/Mi half bemol) in the three following 
Maqams, Rast, Bayyat and Sikah, we will find some differences in the 
position of this note on the fingerboard. As shown below, we can see 
that E half bemol is lower (by Komat) in Rast than in Bayyati than in 
Sikah (respectively), though some schools of music say otherwise 
(i.e., E half bemol being higher in Rast than in Bayyat). All in all, 
there is a general consensus among all sources covered that this 
particular note is higher in Maqam Sikah than in both Rast and 
Bayyat. This not only applies on those major Maqams, but also the 
Maqam families they represent. 



© 
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3. The note E bemol in Maqams Kord, Nahawand and Hijaz: 

There is an enormous agreement among several schools of Sharqy 
music that the note E bemol is raised in Maqam Hijaz while lowered 
in Maqams Kord and Nahawand, for example. Those subtle variations 
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are also estimated by Komat, and are considered essential to expose 
the essence of each Maqam in practice. 
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^J_j_ljlla]| ia-Jlj I—S^)JtJ jl^ Ajlual^-.Jj.a.^'l 

^-.Jj.a.l'ij (JliijSI j_jAj_iai ja]| j_pajLJ ^1 .V-^'i^ JjaII ^)i_i^l 

^.'ij.j.Ai jaII (jIjjaII CS^! L?^) ^^3^^ cs^j 

.l*jj-24 jVl) 

<jt_l3a]| (jUaiiVI (jLj uluA^I Clllai ^Ac. r'J J (jj^j j-all ^ _jy*^ 


2)Lj (.y^A JjSj t^alc-j dlLaiill (j^ q \ (^^LoAII ^lllllj 
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A lOj 1 ,'^ '* _"4jiljaljajall <Jc. (J^IaJ fjj\ i C-IAA 

^jii.^'i jl La J ^.jjtaJall 4 ^ja3I jI^ is^ jIaLo Jal 

Ua^I IaIj _4.Jil_iai_ ja]| A^ jSJI (JAI iAjL^jAj 3^^ L)^ ^ (_)Ji^)-al<4ll _ja]| ^3a]lj 

AALoj ^jjjl]| L '<j..^i ^jl Ly-^ i_g-^ c" 'l.xij£ 9 ^La,xi AiaJ A^l^l j_g_mla]| AjtJl 2)^ _jL'~'C.VI f^jAJU 

^ ^ 3^^ A-aJjt-a]! L 1 a '\i Lo IaA j iA ^33 ^^-41 ^1^31 aIaLoI ^Is ;djLo4 

Arel-Ezgi-Uzdilek j*jj jAA\ j^ll 

IaA jjAajtJ ^_j_3 !a_^ L-oIa tjjA iAjL-ii_j^I UAjiIj 

>1 Lo^ ^AAj 4^ 

; JIaa ^..axlllj U*^ AjuI^I ^..ai4ll •! 

i_S~^ L a L'vj ^'aj !■'3^"^ 4_Ajlia!La Jj -ajj Jj■ ^ A-^aij ^ y*"' ' 

(3^ 3 S _$ 4' u^\l ^ILoj 33 ^Ia-o ^yj Ijjla ^'41.' 

^L-a^lj is"^^ Lb^^-l^_L^a4l A i.iL.1 'V \^ ^^^—LaC. 3^'*^^ ' ^La-o 

A^.i.ti.A) 3j( jiH i3A 3 *?•' ‘^A j cNj \a 4 oL-k^ 3 ^*'''' 3j''''* Ly^^ I—s3^ Ly“ 
kAlll] (3 L»' a I ^c_jJajj (_^aJI ^33111 L» L»-v ^\l Lyf^ 


4.^4- 



25 





































































iJIlujIjII idlLujill ^ jlS Amj ,2 


jl/^LS t.5^) olS^iJuJl 4-aij ^UljI t_5^ dlLoA_i-aAl 

L-aS ^olSj-jjj ; C A,j i tdLjujI^ |^_Jl!iJl dlL-oliall ji L 

LSj^ c^ll,lA (j^ t^Li^x-i-ta ^^gAuJaJ ^ILo dlLaij ^L^JaVJ t^Uill 

^jJa-i^i 4 --<Jl 15| iiUj J'N-; _J <-axi] j^^ialLo 

(_)iJ^lA(0 ^Li Laic. i^(_}^aiLjjj]lj^ ol^Jjuiil dlLnll ^^jja dluil^l 

^cIa-uiI^I ^LLo l.g.^x C** A,.J ill ^LLa ^ *-^0 U^ 

a.1^ <--aij5l iiUj (.^“^ (^^IAaSI iillj ^La^l iilliA ^li JL^ JS j^^Ac- 

4-ijLc. ^^Ajj L-o j Jj ^dluil^lj dll^l^ (j^liail ^_g.3 alS^iJuiil ^ILo 
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;Jjj£j AjjlgJ QL^ CjUli4 ^ is^\ ,3 

4 <^ AjlSI^ liaSl i~^ 'i-Ai'v J4-ai_j .^LsljI L)^ 

a^j^^jJaJj 4-jl L^iUlc-j^ -ijjL^ ^ILo ^j-o (JS Aaillil 4-axiJl 

A_-oA jA- aiuSl tllij ^j-o dlLolLaSl oIa (JS ^L^Jaj 
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jUll j _ jLa^l ^LLo jIaLoII jjjiilj ^.j'ijj.^ij-a 
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Transposition 
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Transposition (Tasweer) 


In its simplest term, musical transposition (Tasweer) is no more 
than playing a certain scale starting on a different note than the original 
one (in the original Maqam) with maintenance of the exact same distance 
existing between consecutive tones of the Maqam. In that video, the 
Maqam Ajam (which is originally on C) is transposed once on D and then 
on E. As you'll see, the intra-tone distance has been maintained between 
the transposes. 

Have a look below at the Ajam Transposes (on D and E) based on 
the original Ajam Maqam (on C), and how the tone distance is 
maintained: 
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To simplify the story a bit further, have you ever come across this 
scenario: you'd be singing a song out of the memory, and then a minute 
later you find that another person is singing the exact song but on a 
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different note! Well it's the same song, but transposed by him (and 
probably you too from the original reeorded song !). Well, that's Tasweer 
my friend © 

So, did the big name singers used Tasweerll or they always performed 
with a band who always tuned their instruments aeeording to standard 
eoneert piteh/standard piano?? Often times those instruments are actually 
re-tuned to meet the more comfortable voice range of that singer. To 
check on that, you can listen for example to some of Om Kulthoum's 
songs (e.g., El-Atlal, Daritil Ayyam.). 
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C5^ aJjI i,hu 

Jjj^l ‘- (JliLall .(_$^)^l A-jajjjJ^^ Ajiiu I^JA ^.IJJjI ^aiuJl 

'c)j)\3 L_fl^^*j ^yC. _11 ^ILa tjl^aC- ^x^jJ 

^ILoll (jjliil "^jj-aj" (^i/Ciujl^l AjL»aVI Ajaaj 

l^\ Will Ja^^ilijjj tillLui^ A.jaju (c^^) sl^j-i CS^ 

t-^MI <^dlj cillLiJu ."l» l\l 


Tone Distance 
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Ajam (D) 
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Ajam (E) 




cLa Ajijc-V ^'‘^.y‘’J-" "^^^"-J Clua t^ii^^lj (Ja cjii^l Jaj-Ui^j 

(j^ c3^)^ U^J cA_ijcVI "(jJljJj" tt-aA.>11 (jl (.“vWjj 

\a ij ^jxauill (JlSojl (j-a l^A will JIjVI A.-aij Llijt.a\l 

AuluaVI ^‘^.y lP^ lP* *■ ‘iVi'v'i A.<axj AujcVI (JIiaS dul 

© Laji 


(j-ajlluall (JAj ;(JjLui cJLulJ 

sJLc.1 ^»1j (jL^VI (j--a (_5-3 A_jl A '<iy<i^\l ?^l^l (jl jj«lJ LajJ Ij-i^ ^1 'i\^\l 

^^^jkjLajj (_5^ 4 1-N.l 1 4 i‘aunjA\l Aa^^l CjVI (_jiaxJ 

^ " *’J•" AjliLaJ l^A j lit <all AJuuia 
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Maqamat 

♦♦ 
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Ajam Family 
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Mag am Ajam 


- This Maqam is the exact equivalent of the western-music "Major 
Scale". 

- The scale of this Maqam is composed of 2 Ajam sets, one on C, 
while the other on G. 

- Maqam-related action points on the oud neck (front view/right- 
handedly): 



© 
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Tone Distance 
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- Several video examples pertinent to this particular Maqam are 
included. 

o The first one is simply a brief freestyle improvisation. 
The second video examplem part of the Arabic famous 
song "Zoorooni Kull Sanah Marrah Haram Tinsooni", 
Sang by Fairooz (and others), composed by Sayyid 
Darwish, is played. The 5-course oud is played in those 
first examples (tuned as FF AA dd gg cc; bass to treble), 
o The third video example part of the song "Abgad 
Hawwaz" sang by Laila Murad is played on the oud. The 
song was part of the movie "Ghazl Banat". The song 
however here is played as Ajam on F instead of Ajam on 
C. A 6-course oud is played here, tuned as: FF AA dd gg 
cc ff (bass treble). You'll notice also that another 
Maqam (Shawq Afza; transposed on C) also appears 
towards the end of that melody, 
o The forth video example plays part of the famous Fairooz 
song "Hassiyyarah Misham Timshi", part of a play called 
"Mais Erreem". The 5-course oud is played in this 
example (tuned as FF AA dd gg cc; bass to treble), 
o In the fifth video example, an old classical song by 
Nadhim El-Ghazaly is played - Tal'a Min Beit Abooha -. 
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A 6-course oud is played here, tuned as C FF AA dd gg 
ce (from bass to treble). 

o In the sixth video example, part of the famous Abdel 
Halim Hafez song "Qari'atul Finjan" is played on a 6- 
eourse oud tuned as FF AA dd gg ee ff (bass treble). 
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.(Major) "^Iaa]! I^a - 


•vC ^^)-3 0-“^-^J ‘ Ls^ C cJj^l L>^ ^ILall IjlA (jjSijj 

,(Jjj^ <.5^ 

l^lLollj AjaLLoll Jali 
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1 ~ 
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~ ^IL« cHjLluiaj ^jJajJ (jJJ^ djliLa) Ail.«VI (j^ 


;J^j*Jl (_gic- 

^ILa (^gic- S^)jj-iaa (JL^jl (_jc. ojlL^ JjVI (JliiAll o 

cJ-^ cIh* ^ ^3^ <~_a^yc. <.j3 ^»jj JliLall Q 

(jJLLftll ,(j1jjjJ Jjl-ui (jL^I t jjj.^ l.gVlC "S^}-a <i.uj 

-(^^-V-l-3 ^ tii.a'vil jLaxlujl ^»JJ (j^LuJl 

^(l^I jl'vW (j-a) 

" ‘A I'lc-I (j.^ ^3^ .ijjtll (_5-ic. L_a^y*j Clill^l JliLaJl ^_gi Q 

cJi^yaJl ^ (3^ ."‘^^-3 J3^" c3® ^3^ t3^J .il^)-a ^.Ijc 

t((JlLjujl3^) (j-^ ^ ^ 3- ~ \_jA 

La-jj-(Jji t^-^^-V-\_3 ajjjjJI ^j ^l.iaJLuilj 

jJkj ^LLa ^j| g Ja_a.3j 3' *—^(l^Iji •v 1\ (j-^) 

_L_Sj3*-a]l (j"^^ t3^ ^3^^ l3J^ ^ILa 

^a-C. (JjLm S^LjjjjJIa" a j'i&I (3^ ^3^ L^^j-C- ^alj jLiLaJl ^_g_a Q 

4_ijljc. A_ijc.l (_ 3 -Aj SJliuiJl ^.Ljc. "^i.lLAJ 

jLjji Ajoj-a^JI Jjj«Jl ^l.liJLuil ^ J_aj (jj.n .a" ^1 j, 'm ) 

^(JliLall l^A 3^) j>^- uOj'^ 

^sJaLj ^.Ljc 4.^1^)C. Ajjc.) 3^ ^3?" ‘^3*:5 JHaII Q 

jljji <lui JjC- ^l.lijjuilj "Ia jjI dj^ 3^ ^Ua" ^1 jxll 

.(ljIj^ jl j^l 3^) j_V-la -j.i 30 j'^j 

^_g_ic. 3^ >'‘1^1 A_J^l3 A j'l&l 3^ ^3^ <—^JyC- ^aij (__)JO.iljaLll 3^3 a 11 ^_gi Q 

j .ijjiJl ^l.iaJLujlj (dijjjl3^ jjJl 3^) 

.(ljIj^ jljall 3^) la-jj-(Jjj.^-(^j-V-la 30 j'^ J^j' 
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Mag am Jihar Kah 


- The word Jihar Kah is essentially a Persian word meaning the forth 
place. This basically refers to the forth note in Rast scale which is 
F, and that is the note where this Maqam starts. 

- One common mistake committed by many people regarding this 
Maqam is that it is often considered as if it were a transposition 
(Tasweer) to Maqam Ajam on F. Well, it is actually a different 
Maqam (composed of Ajam as its original Jins on F + Rast on C as 
its secondary Jins). However, Maqam Mazmoom can be 
considered as a transpose on F to Maqam Ajam. 

- It is part of the Ajam family, and can be considered Ajam Maqam 


with its 7*. tone lowered by - tone. 

4 

Some consider the 7* note to be a sensible note. 

The first joint video example shows application of this Maqam 
within a song by the late Farid Atrash "Fo' Ghusnik Ya Lamonah", 
using a 5-course oud with tuning of FF AA dd gg cc (bass 
treble). 

The second video example however, plays another song "Tala Min 
Beit Abooha" using a 6-course oud tuned as FF AA dd gg cc ff 
(bass treble). Although the music of this particular song is 
mostly played as Ajam, some bands have played it as Jihar Kah, 
and gave that song a different nice spirit. 

Maqam-related action points on the oud neck (front view/right- 
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,^1^1 ^ ‘l»'lj C(Jj.-£>VI ‘Lj-ujjli A <aK sLS g A <aK (jl 

csL£ g “S A AX ‘i 1 ^.At.u'i tli -11 cs^ J (."Uiil^ ^ILa ^»Ljj (j>j Ajul^l A <a« ill 

/\ <a» ‘ill (jjO ^ILoJI 1^ ^alui Iau 

. 11 ^ILa >^l (J^ *1^ g “V11 ^ILa ^yi»J 

_\_3 _11 t3^ ^ILol 4ji ^ILaJI AjuLuJI »\ JrvVI 

Lill >& ‘■I- a 1'<A A ^LLa jJb A ‘ii<i^ 

L>^ 05^ ‘(u''^J^) J'^' cs-^ J L>^ + *1 -^jW-/(‘-h'jt*') 

lall ^■yyc- ^ILa ^Liic-l 

AjuLjJI AiLftij (jiaSikj ^->'V& ^ILa s^Liic-l l-a£ 

^LujLmik ^ILall IIa AjuLuJI a Alt 'll! (jl ill ^ n» j 

(jjj" (ji^)jaVl (J^l^l li^C- JjVI ^_g.2kJj-i3jj]l jjJ^l (JlLa 

jUiji A j>j.i ^l.^'^'l ttilj (sL^^lg^ C5~^ "A_j^^V 1^ ^^l'<^ 

.j^-l}j^-iJ j-V-li :(jl jj^j 

C J1 >11 ^U1 "U jjI >j AjtllJa" Ajjc-V tsi^)c. (_gjl^l (JliLoll 1 ^‘ijj 

^LLoll IjlA (_g-lc- Aj'<ij tii^>l >aju (>j A j'lC-VI tdJj ^ 

~l ^A'i ml ^ A Ij^aT^ A.j-eaL^ A g^'i^ (j^l^ ^1^ (> 

IjlA ^_g_3 ^L^lji •nII ^l^)_kll (j--a^ l_3-^J-(Jj| (jljj-^j jl-^jl ^1 **' 

.Jliull 

;^lLallj AjaLLall A_LujJJ^1 (>x 11 Jalaj 
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Mag am Shawq Afza 


- The word Shawq Afza (likely a Persian) means more passion. 

- This is basieally a Major scale (but Ajam Osheiran; on B bemol) 

whereby its 6* tone has been reduced by ^ tone. 

- The scale resides on B bemol. 

- Although the described details about this Maqam (also shown in 
schematic 1; Shawq Afza 1), to a much less extent some schools 
describe this Maqam a bit differently (Shawq Afza 2), such that its 

4* tone is raised by ^ tone to become (E half bemol instead of E 

bemol) to make this note a sensible note (Hassas). However, only a 
very small minority go with that consideration. 

- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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- In the video example (corresponding to this Maqam; Shawq Afza) 
part of the great song of Om Kalthoum (La Ya Habibi) is played on 
the oud following the beautiful entry on Maqam Ajam. However, it 
is transposed in this example on C (rather than its original form on 
B bemol). You can also see another similar example on Shawq 
Afza (transposed on C) in example #3 of Ajam, as part of Laila 
Murad song, Abgad Hawwaz. Here are the pertinent action points 
on the oud fingerboard for Shawq Afza on C: _ 
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^ (J^* .1^' - 

<jjjjLjJI ^j >«q-v 1 i^jj ^l^iaic- ^ILo] ^ILi^l ljub ^Liicl - 

i ^l,V<i^ 1 
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A 1^1 ^ILa (_jJa^)*J L_kLo - 

,l_yal (jjjiJ >& ^LLa ^j-a (JlijjVI ^»1 j c^jui£ ^1 <Lvljil Ij V" 

3 (JLiLall ^_g_a CS"^ 1 lSJ^ U' 

_"^jA -1^1" jl^}-a (_g-y (j<at>» ^->'V& ^ILa AilLai 
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Mag am Ajam Osheiran 


- Many scholars in Arabic musicology actually consider this to be 
the original equivalent major seale rather than Ajam (on C). Keep 
in mind that the note B bemol is aetually ealled Ajam in Sharqy 
musie. 

- It can be eonsidered a transpose (Tasweer) of Ajam but on B 
bemol. 

- All rules apply on Maqam "Ajam Osheiran" as in "Ajam". 

- In this partieular Maqam, the tones B bemol as well as F are of 
primary focus. 

- You can see an applieation of this Maqam as an example within the 
forth example/Khanah 3 of Semai Bayyat for Ibrahim Eryan. 

- Maqam-related aetion points on the oud neek (front view/right- 
handedly): 
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U' U^ U^J ^ILol [ jlj ^, u 7 i7 ^ILft]I l^A ^yi»j - 

(jjojlXa (jiaju ^)-ii*j . "cJj (.5-^/(* >^"—^' CS"^ LS^ "jJ/CLluiI^" _11 ^_gic. 

•%& ^51^ ^ ^LLoll (j--a V>^ cJ-k-saVI _j-A ^l_Lall IXA (jl 4 ^^^juj_ll >11^^^!I 

.(^(Jllujl j]l 

l^jAjJa t3^) (."ll^aa'i ^IgJal ejlc- ^aJJ - 

ljub 

(dlL^ ^l_La A_l!Lal 4 cJ^-^ (j<a >.^ ^LLoll o^Lum (.^Vl^^aj - 

_(jlj^)*Jl (j-a ^UJl 

;^lLallj ‘LlaliAll ‘A jtiiyi^l (_^ixll Jalij - 


fjl 


-T- 





I 

_ 

Ajdlll, 


- * - 1 

k- 


Osheiran 


■ 





A I'qUii a^l djlsLukAll 

1 

1 

1 

2 

1 

1 


1 

1 

2 

Up/^'^ 

1 

1 

1 

2 

1 

1 

1 

1 

2 

Down/tia 


44 






































Mag am Ajam Kurdi 


- This Maqam is closely related to Ajam Osheiran, but with some 
"Attitude". Turkish in essenee, Maqam Ajam Kurdi's personality 
during freestyle improvisation (Taxim/Taqasim) is built upon the 
following common rules: 

o The improvisation is initially started solely on Kord Jins (on 
D) to almost give an initial impression that the player is 
planning on going with Kord improvisation. 

o Eventually however, a smooth transition from Kord (on D) 
back to Ajam Osheiran (on B bemol) is performed to give 
this Maqam its unique personality, the Ajam Kurdi 
eharaeter. 

o If you notice carefully, you'll find out that with the initial 
Kord Jins manipulation, the player did not actually cross the 
line or go beyond the specified action points relevant to 
Maqam Ajam Osheiran. It is the exposure of this "Kurd" 
flavor at the beginning that gives this melody its name, Ajam 
"Kurdi". 

o This is elucidated in the video example pertinent to this 
Maqam, Ajam Osheiran-related Maqams. 

- Maqam-related action points on the oud neck (front view/right- 


handedly): 
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Mag am Mazmoom 


- This is essentially a transpose of Maqam Ajam, on F (high/tonie 
note). 

- It is a very common Maqam in the Tunisian music (and generally 
West of Arabia regions). 

- It is however, characterized by a simple rule: 

o Frequent deliberate neglect of the F note with a lot of focus 
and stress on the A note, or visa versa (i.e., deliberate neglect 
of A with a lot of focus on F) along the playing of the scale. 

- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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Mag am Bayyat 


- This Maqam is one of the most (if not the most) widely used in 
Arabie music. Most of whafs known in Sharqy music as 
"Mawaweel" and "Mijana" follow the scale of this Maqam, as it 
provides this "Tarab" (musical ecstacy) impression. 

- For this Maqam, the residing note is D natural. 

- This Maqam is composed of Bayyat Jins on D + Nahawand 
(Busalik) Jins on G. 

- Some musicologists state that there is a sensible note in Bayyat 
such that it sounds more like Huseini when ascending the scale, 
playing the B bemol as B half bemol, while being B bemol when 
ascending the scale. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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- Several oud video examples are played to demonstrate how Maqam 
Bayyat is played: 

o In the first video example, flashes of Farid Atrash's famous 
taqasim on Bayyat scale are presented as part of his famous 
song "Rabee" keeping in mind that the song itself is mainly 
on Kord scale. 

o The second video example is part of Mohammad Abdel 
Wahab's song "Kulle Dah Kan Leih". Please note that a 5- 
course oud was used in those two first examples (tuned as 
FF AA dd gg cc; from bass to treble). 

o In the third example, the oud plays part of a famous Fairooz 
song "Sa'alooni Nas", where in this example the sensible 
note is illustrated. From example three to example number 
six, you'll notice that a 6-course oud is played which was 
tuned as (D GG AA dd gg cc). 
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o In example 4, a Bayyat Semai (composed by Ibraheem 
Eryan) is played with it's all four Khanas, and of course 
showing other Maqams as well as denoted in the video, 
o In example 5, a famous Fairooz Muwashah "Jadakal Ghaith" 
- which is also known as "Zaman A1 Wasl Fil Andalusi"- is 
played on the oud. 

o In the sixth example, part of the introduction to Om 
Kalthoum's famous song "Hubb Eih" is played, 
o In example 7, Farid Atrash's song "Du'ul Mazahir" is played, 
on a 6-course oud tuned as FF AA dd gg cc ff (bass 
treble). 
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1^1 til. Vi I djL-alaAll (j.^ ^ (j)^ (Ih® (ji ^ y'* ^ - 

•^'®.;^‘'j-«^' U^3^' Cy^ -iJ-i*JI ^_gi LJ^)iall tlut^ ajLiic-lj t<j3^)jjill 

U*'''^ ?* “1“ (jS^ slSj.lll (_5-lc- (.“ lljj tJji-al ^j.iW i^jja ^ILoll IjlA - 


.J 3^1 

^LLoll ^■>1 til l_s^^3u > LuiLul^ ^ILoll l..!^ ^1 ^yi»j - 

V«1J (JjI <■ *11..^ 'l (_5-^ ‘LjaijLoJ A 'l\l (J »•NJ LS'^ 1^ji» ^ILa 

^^^-3 ^ 1 >»jA l.lAj (Jj),<ajj ‘A,,<a» ‘i\l i.^\„Vi c^(Jj),<aj i 

J1 jl -llj ^ILJl liA ^■At.iLi ja - 

;^lLallj ^JaliAll ‘LlujJJ^I (_^ixll Jalij - 


© 

© 




-1- 





1 

— (3 — 


RflVVrlt 


- m - 1 

1- 


- b^M y Jf M b - 


-1- 




djliLuuall 

3 

3 

1 

1 

1 

1 

1 

Up/^'^ jx*-a^ 

4 

4 



2 




3 

3 

1 

1 

1 

1 

1 

Down/tia j^<- 

4 

4 



2 





L_S jjtS ^ (j-a ^ILa ^ 

A ^Q.Vq^ ^>.ii.j c L_s^y^ ^ (jLiLaJl ^_g_a q 

^LLoll ^Lj Laic.^ (ji^)iaVI 

jA ^jjcVl tdli ^ 

A_iic) A ^a.Vq^a (. <1 Ja'i'q^a ^-3^ *^3*:^ JllLall Q 

Ajui^iJl ^l,Jlkiail ^ -13j 3^ cJ^" LjIa^I 

(j-^^ jJ-3j t.o-(^^-V-L3 (j3\ 'i<all (jJ«lA ^_g_3 

"(jjolill ^j]Luj" 3 jjt}3 u-^ ^3-?“ *“-^3^ (.IlIIjII JLlall ^ o 
^ .13^ ^^LlulII ^IjLall til's ‘ -^3' ^ 

jlj_^l (j_x jj-Jj_-L^-(^j-V-Jj-*^-(^J 3l3j>^ j^j' ^ 

.(6 3 (3^ ^iiLaVI ^_g-3 ^.‘^•y'uti^a^l (__)ji3j _jAj^ L^Iji'vW 


52 









































j; L_S^)£. ^»1 j (JLiLoll o 

dlL^l ^LLa dlLalLa ^_^£.Lajui]l (J\-v'n ^jJalljj t^jVl 

jA La£ 

"CLLjUlII (j-a (JLiLall ^_g_3 q 

^^"(jjil-ljVI (_g-3 (.^11"!^ (jiaatJl 4j-ajuiJ 

• S.lluJl ^.Lic. 

^1 "'^Jl 4 j'lfr I ‘La-illLa L^^jc- (JjiJLuJI (JliLall q 

■A, I'lC-l (J_)-a ^)Jj-aLa ^-3-?^ L_s 3^ ^LuiJl jLiLaJl ^_g_3 Q 

_'^_\_3 ‘CLuj ^l.laJLjjlj 


53 



Mag am Dasht 


- In essence, this Maqam is primarily related to Maqam Bayyat (and 
to a lesser extent to Maqam Huseini). 

- The reason this particular Maqam (just as many other Maqams in 
the Arabic music) had long been mentioned as a stand-alone 
Maqam is its widespread and appeal to certain societies, 
particularly Iraq. 

- The scale of this Maqam follows the same scale of Bayyat (and 
Huseini), but with repeated focus in the melody on two particular 
notes, the F and A, before closure on the D natural. 

- The corresponding video briefly shows this in practice. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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Mag am Bayyati Shoori 


- This Maqam is basically a Bayyat scale with its 5* note reduced by 

a - tone, while its 6* note is raised by - tone. 

2 2 

- Just as in Bayyat, Maqam Bayyati Shoori resides on D natural as 
well. 

- Some other synonyms have been frequently used for this Maqam 
such as Qar Jigar, or just Shoori. Interestingly though, some 
steeped musicologists state a subtle differenee between Bayyati 
Shoori and Qar Jigar, being at the level of the secondary set/Jins, 
such that it is Hijaz on G in Bayyati Shoori while it is Nikriz on F 
in Qar Jigar. Although the overall scale will be the same in this 
case, however, the personality of each Maqam may be exposed 
based upon the displayed secondary Jins. 

- Thus, the Maqam is eomposed of Bayyat Jins (on D) + secondary 
Hijaz Jins (on G), OR Nikriz on F as pointed out in Qar Jigar. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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- In the video example related to this Maqam, part of the famous popular 
song (from Qudood Halabya) "Emnil Shibbak Larmilak Hali" (sang by 
Sabah Fakhri) is played, whereby a transition from Bayyat to Shoori is 
made towards the end of that piece. 
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Mag am Huseini 


This Maqam is very similar to Bayyat, with the main difference 
being the ^ higher tone on the 6* note. Therefore, it can be also 
considered an extracted scale from Rast starting on its 2"^^ note. 


This Maqam is therefore, composed of Bayyat Jins on D + another 
Bayyat Jins (on A). 


This Maqam resides on D natural. 


Some other synonyms have been frequently used for this Maqam 
such as Muhayyar, although some describe the latter a bit 
differently from Huseini. 

Some musicians consider the 6* note as a sensible note (Hassas) 
such that it is played as B half bemol (upscale), but then played as 
B bemol (downscale; as in Bayyat), and thus it sort of simulates the 
second Bayyat form (with the sensible note). 

It is worthy to point out however, that some other Maqams 
specialists in Sharqy music state that this particular Maqam 
(Muhayyar) usually starts at the high D note (which is called 
Muhayyar note by itself !) during improvisation, and the player 
works his/her way till the melody resides on the low D eventually. 
This methodology is particularly exemplified in the third video 
example. A 6-course oud is used here with the following tuning: D 
GG A A dd gg cc. The second video example shows the late Jamil 
Bashir playing an old Iraqi song "Dullani" on his oud in Maqam 
Huseini, followed by close-up look at a 6-course oud used here 
with the following tuning: C FF AA dd gg cc, to play that music 
again. 


Several other Maqamat are considered branches from this Maqam 
such as Ardabar, Kullathar, Baba (Taher), Lawk. 
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- Maqam-related action points on the oud neck (front view/right- 


handedly): 
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Mag am Huseini Osheiran 


- One of the most common misconceptions about this particular 
Maqam is to consider it a transpose of Maqam Huseini on A. Well, 
it's not. However, it can be considered as a transpose to another 
Maqam (on D) called Bayyatain (means 2 Bayyats; because it 
contains 2 consecutive Bayyat sets in the same scale). 

- Maqam-related action points on the oud neck (front view/right- 
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Mag am Nahaft 


- Also called Nahuft, depending on the loeation and aeeent in some 
countries. 

- Some suggest that this Maqam entails one subtle issue essential to 
expose this Maqam's personality, whieh is a brief smooth entry 
from note Yagah (whieh is G Qarar) to A. This is partieularly 
shown in the second video example. 

- This Maqam is composed of Bayyat Jins (on A) + Jihar Kah Jins 
(similar penta-ehord to Ajam) on D. 

- Maqam-related action points on the oud neek (front view/right- 
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Mag am Lawk 


- This is a Huseini-derived Maqam. Well, let's put it this way, it 
basically follows the same scale but with an attitude/personality. 
This personality stems from repeated focus on the F and A notes, 
and to a lesser extent on the B Kar (half bemol). 

- This particular Maqam is a Kurdish (relative to the 
demographic/geographic area present currently at borderlines of 
Iraq/Syria/Iran and Turkey). 

- Maqam-related action points on the oud neck (front view/right- 
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- The attached video illustrates this Maqam's personality. As you can 
see, it is somewhat similar to Maqam Dasht, but with more focus 
on the B half bemol note (and hence following the Huseini scale 
more than the Bayyaf s). 
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Mag am Hijaz 


- This Maqam can be viewed as a Maqam Nahawand (Harmonie) 
but starting on its 5* note (with maintenance of its sensible note- 


Hassas), such that the 6* note is also raised by a ^ tone, whereby 


this 6* note is considered the sensible note (Hassas). Few 
musicians also agree to keep the B half bemol going up- or down 
the seale. 

- This Maqam resides/rests at note D. 

- It is composed of Hijaz Jins on D + seeondary Rast Jins on G. 

- Maqam-related action points on the oud neek (front view/right- 

handedly): _ 
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- Several video examples foeusing on Maqam Hijaz applieation are 
attaehed: 

o In the first joint video example, part of the Famous Om 
Kulthoum song "Ana Bintizarak" is played, 
o In the seeond video, a Turkish Hijaz Semai is played along a 
traek (originally by a Turkish band named Taksim Trio). The 
tuning of this 6-course oud in this example is D GG AA dd 
gg cc. 

o In the third example, part of a famous “Qudood Halabia” 
melody is played “El Hilwa Di”. Of course, the word 
“Qudood” is mostly pertinent to a musie style from Aleppo- 
Syria, and was sang by many famous singers, one of whieh 
and originally by “Sabah Fakhri”. A 6-course oud is played 
here, tuned as: FF AA dd gg ce ff (bass treble), 
o In the forth example, the intro of a famous “Qudood 
Halabia” melody is played “Hali Hal”. This song was 
performed by many singers, one of which is “Sabah Fakhri. 
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A 6-course oud is played here, tuned as: FF AA dd gg ee ff 
(bass treble). 

o In the fifth video example, a rendition of Hijaz improvisation 
(originally by Sunbati) is played on a 6-eourse oud tuned as 
D GG AA dd gg ce. 

o The sixth video example entails part of Farid Atrash's musie 
"Tootah". The oud used here is a 6-eourse, and tuned as FF 
A A dd gg ee ff (bass treble). 
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Mag am Hijaz Ajami 


- This Maqam differs from Maqam Hijaz by the laek of the sensible 
note (Hassas) at the 6* note, being a fixed B bemol. Thus it is 
eomposed of Hijaz Jins on D + Nahawand Jins on G. 


- The laek of the 


4 


tone distanee is believed behind giving this 


Maqam the name Ajami. 

- This Maqam resides/rests at note D. 

- Maqam-related aetion points on the oud neek (front view/right- 


handedly): 
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Mag am Hijaz Kar 


This Maqam is considered an extraetion from Maqam Hijaz Ajami 
(transposed on C) with its 7* note raised by a ^ tone, where it 
eventually resides on C. 

The Maqam is composed of Hijaz Jins on C + another Hijaz Jins on 
G. 


- Several Maqams (e.g., Suzdal, Shadd Araban, Shahnaz, Jiharkah 
Turky) have been derived from this very Maqam (theoretieally as 
Transposes/Tasaweer). However, it is strongly perceived that each 
one of these transposes has its uniquely defining personality and 
essenee. This is best performed by exposure of Hijaz Jins on G, 
before eventually residing/resting on tonie C. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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- There are three video examples showing this Maqam played on the 
oud: 

o The first 2 examples are freestyle improvisation on Maqam 
Hijaz Kar, on a 5-eourse oud (tuned as FF AA dd gg ee). 
o In the third video example, part of Om Kalthoum's song 
"Is'al Roohak" is played on the oud and shows yet another 
Maqam in addition to Hijaz Kar, which is Tarzanwin as part 
of the introduction to the song. 
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Maqam Shahnaz 


- This is theoretically one of the Hijaz Kar transposes (as well as 
Maqams Shadd Araban, Suzdal, Jiharkah Turky). 

- It basically resides on D, and is composed on two Hijaz sets, 
primary on D + secondary on A. 

- More importantly, however, is its defining personality amongst 
those transposes. One steeped school in Maqamat states that this 
Maqam is best expressed (and defined from other 
transposes/Tasaweer) when certain conditions are touched upon. 
This includes introductory work on secondary Hijaz Jins at A (high 
note/Jawab), followed by a brief diversion to Rast (although not in 
the scale format), and then return and closure with Hijaz Jins 
eventually. This is exemplified in the relevant Shahnaz example 
video. 

- Maqam-related action points on the oud neck (front view/right- 
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Mag am Suzdal 


- This Maqam is theoretically considered a transpose of Maqam 
Hijaz Kar on A (low/bass; Osheiran). 

- The word Suzdal means "Burner of the Heart/Soul" in Farsi. 

- Several Maqams (e.g., Hijaz Kar, Shadd Araban, Shahnaz, 
Jiharkah Turkey) are considered theoretically transposes of this 
Maqam. 

- The unique personality of this Maqam is best expressed with the 
exposure of Hijaz Jins on A, as well as exposure of Husar (Nawa 
Athar) Jins on D, interchangeably till the closure of the 
improvisation on A, where this Maqam resides. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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Maqam Shadd Araban 


- This Maqam is theoretically considered a transpose of Maqam 
Hijaz Kar on G (low/bass; Yagah). 

- Several Maqams (e.g., Suzdal, Hijaz Kar, Shahnaz, Jiharkah 
Turky) are considered theoretically transposes of this Maqam. 
However, this Maqam is better expressed with more focus on the 
original Jins (Hijaz on G) rather than the secondary Jins (on D). 
Therefore, most of the improvisation is performed on the bass 
notes of the Maqam. This is also exemplified in the video example. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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Maqam Jihar Kah Turki 


- This Maqam is theoretically considered a transpose of Maqam 
Hijaz Kar on F (high note; Jiharkah). 

- This is a common Maqam in Turkey. 

- This Maqam and several others (Shadd Araban, Shahnaz, Suzdal) 
are considered theoretically transposes of Maqam Hijaz Kar. 

- Maqam-related action points on the oud neck (front view/right- 


handedly): 


1 














1 Jihar Kah Turky H 


) f. 

} 


-1 -O- 13- 


- 13 - 





Tone Distance 

1 

2 

li 

2 

1 

2 

1 

1 

2 

li 

2 

1 

2 

^Up 

1 

2 

li 

2 

1 

2 

1 

1 

2 

li 

2 

1 

2 

^Down 


83 





































1-^1 ^_g_lc. ^LLaJ ^jj-slJ ^ILoll l^A - 

^^(.“Uiil^l^ j^l V«1 j 

>iij ^ILoll l^A ^l.^'v'util ^..ittiJ - 
,^lLall l..!^ txAi JjC- L_S^yxJ L_kLo - 

l^lLftllj AJaliAll 'LlujJJ^I (_^ixll Jalij - 



CjIjsLuiaII 

1 

2 

li 

2 

1 

2 

1 

1 

2 

li 

2 

1 

2 

Up/^'^ 

1 

2 

li 

2 

1 

2 

1 

1 

2 

li 

2 

1 

2 

Down/t^ 


84 


























Mag am Zanjaran 


- This Maqam is basically composed of Hijaz Jins on C + Ajam Jins 
on F. 

- This is a common Maqam in Turkey. 

- This Maqam is also called "Zankaran" or "Zangaran" in some 
regions of the Eastern world. 

- In Western Arab eountries (e.g., Tunisia, Moroceo Algeria) this 
Maqam is also ealled Zinkolah. However, in other Eastern Middle 
East countries, those are two different Maqams, and it is rather 
eonsidered a common mistake to mix between the two Maqams. 
The difference exists between the 2 Maqams at the B note, such 
that it is B bemol in Zanjaran (as shown in the following upper 
panel), while B natural in Zinkolah (as shown in lower panel). 

- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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- In the corresponding video example, a brief oud playing of part of 
the famous classic song "Ya Halawti Eddunia Ya Halawa", sang by 
Sayydi Makkawi (as well as others). 
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Kord F amily 
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Mag am Kord 


- The scale of this Maqam can be viewed as an extracted scale from 
Maqam Nahawand Kurdi starting on its 5* note (in terms of tone 
distance), with the Scale of Kord residing on D. By the same token, 
it can be also viewed as an extraction from Maqam Ajam starting 
on its note (again in terms of tone distance-range). 

- It may be also considered a modified Bayyat Maqam with its 2“^^ 

note lowered by a - tone. 

4 

- The Maqam is composed on Kord Jins on D + Nahawand Jins on 
G. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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- Several video examples on the oud are attached within the frame of 
this Maqam: 

o In video example 1, the early intro into Farid Atrash song 
"Rabee" is played. 

o The second video example is a freestyle improvisation on 
Maqam Kord for exemplification. In those previous 2 
examples, the 5-course oud was used (tuned as FF AA dd gg 
cc; bass treble). 

o In the third video example, the intro to the late Mohammad 
Mooji's song "Ahdan El-Habayib" is played as Kord on 
Yagah (G), using a 6-course oud (tuned as C FF AA dd gg 
cc; bass treble). 

o Video example 4 exemplifies Maqam Kord on A, playing 
the Om Kulthoum's song "Hayyart Albi", using a 6-course 
oud, tuned as FF AA dd gg cc ff (bass treble). 
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o In the fifth video example, the 5-eourse oud (tuned as FF AA 
dd gg cc; bass treble) is used, whereby a rendition of 
Riadh Sunbati's improvisation is played. 
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^LL« J*>ri‘uii A ^1 ^LLoll l>i^ ^ Jii'iil ^^<aj - 
_sl^j^l <-aij (_g-lc. ^ILoll IjlA (jlj Lftlc cAjoujLiJl AlLJu 

^I-IjjI ~ ■v’» ^LLa J^yrUii a ‘GIj (^^llaiAll (__)J4aj (3^ ‘Llll ^)iajll (_jSuaJj La^ - 

.^lilll ^-aiill 

jl.lLaJ <_ljlii]l (j>» q'v'l ^LLa <jl ^_g-lc- ^)iaj]l tiiaJlj - 

.^jOll 
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;^lLallj ^JaLLall Jallj - 


*1 y 





*^JJH 


1 

- ^ 

\ 

KnrH 


. 



r\ui u 


^ — i 




1 

2 

1 

1 

1 

1 

2 


1 

1 


1 

2 

1 

1 

1 

1 

2 

1 

1 

Down/t^ 


1^ (3^^^ O^ajJa AilLai 

JLJ^ tj_^l^l ^»J_ujlaj ^ ^-laLal L_S^^X. tJjVI (JLIaII ^_g_a ■^^)-J o 

,^lia]l (jjo-aj (_g-lc- AjaJjoU La^laj (JllLall cr® O 

^LjjI a til ^•n\I ^ j ^l.^'s'i till ^ (j^LuJl (jj]\ia]l 

jlj^l j-V-la 

"L^lf^l (jLja^r' A_ij&l ^Qj ^.iLa L_sjx. cLlllil]! (JliLall ^ Q 
lj\ sL£Jl A_^jJ L_9^yju ‘■’'' J*«- ,"l <a*^<a (J^l^)l] 

-V-l-3-j«i ;(jl jjJjj ‘CLoi ^I.^Vutilj tiiljj ‘ (Jjiti^ll 

.(^Ljlj^ jl j^l QA^ j 

^1 aI^1j] 1 'UjfrI lajc. (JliLall ^JjJ O 

^l.'l'N'i ttilj tiUjj '^) LS^ t"ti]lj«-a 

jl^^_kll (j--a^ \_3-jJ-(Jj| t^-^g^-V-Lil ‘A'i til Jj_C- 

(_paLjj ^joUj t. ‘Ijilj (j-a (__)j4<jLiJl (JliLall ^_gi q 

-(Jj_k-a-(_gj-V-^ uOJ"^ Ajjaa^I j ^l.liJLailj ^^gJal 1 Unll 
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Mag am Hijaz Kar Kord 


- This Maqam is basically a transpose of Kord on C. In fact, modem 
Sharqy musicians don't like calling this Maqam Hijaz Kar Kord 
anymore, but rather Kord on C ! 

- This Maqam is also ealled "Kurdali Hijaz Kar", or "Kurdali Hieaz 
Kar". 

- Joint are two video examples: 

o One is a freestyle improvisation on this Maqam, using a 5- 
eourse oud tuned as FF AA dd gg cc (bass treble), 
o In the second video example, the Abdel Wahab song (Ana 
Wilazab Wihawak) is played on a 6-course oud tuned as C 
FF AA dd gg cc (bass treble). 

- Maqam-related action points on the oud neek (front view/right- 


handedly): 
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IjlAj V>1 j j«^1 ‘Lmj ^_g-lc. ^ILol V) ^ILall IjlA La - 

^LLall ^L^^l (JjL-aij CjliLuiAll (j-a ^jJaljj 

LH“ V«1-J "j-lJI ^LLall IXA Aj-ajJiJ (jjjaj-Joi^j-all (j_-a ^).Jj£Jl 

."jjj£ j\£ j\^" 

_J L-iajl ^ILall l^A - 
^LLa (_ 5 -ic Jj_C. ttilaj (_ 3 -ic. tJjVI jJ.1^1 (JLiLa j 'i^j - 
jl^)_k]l (j--a^ jJ-(Jj ;(jl^jJ_J ^LjjI a til <a'v\l uiL 

Lj1,1jiJ1j Lji" LjIa^I ‘^jcl L_a^^xj (j^ 

-(_^^-V-L3-jJ !uOJ'^ Aijai ^l.^'v'i ttilj ^LLall IXA ^ \c. 


jl'vll (j-a^ 

l^lLalL AjaLLall Jal^j - 
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Mag am Tarzanwin 


- This Maqam is composed on Kord Jins on C + a secondary Hijaz 
Jins on G. 

- This Maqam resides on C. 

- Three video examples are joint. The first two examples are 
improvisations, one on C (performed using the 5-course oud; tuned 
as FF AA dd gg cc; bass treble), while in the second being 
Tarzanwin on D (transposed), using a 6-course oud (tuned as D GG 
AA dd gg cc; bass treble). The third example can be found as 
part of Example number 3 within Hijaz Kar examples (as part of 
the intro to Om Kulthoum's song, Is'al Roohak). 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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QjjjJjla ^\1a 


^ Ifr + jJ_ll ^ Ifr (j-^ ‘‘i<all IjlA - 

^^(."Uiil^l^ j^l C5^ ^ILail 

^LLJ ^»J_xijlaj L_Sjju ‘■’‘'C5-^ ^LLJI A_jiiflaJ AJlal Cli^iLj (3-3^^ - 

j Jjjtil ^l.liJLuilj JjVI jLiLall ^_g-3 (^i/dljjjl^l 
L_a3*j cs"® j (3® /j*^- uOj'^) AjjiAsJl 

^l.liJLujlj ^_gjL^l JLIaII ^_g_3 sI£jAJ 1 (_g-ic. (jjjj^^jia ^sJjaili 

JLiLftll L>® tj-V-JjJ-a -(^j 

A ^a.Vq^a ^ ^LLa ^.t,ii.3 -(.Ll 11!1]I JlLo!! qajJa f. iJll]l!l]l 

^1 aI^1^)11 J^] 

;^lLallj AjaLLall AjjjjJJ^I 3^*^^ ialii - 
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Mag am Lami 


- Well, this very Maqam has a unique personality to be exposed 
during the play. With relevanee to the first form (upper sehematie), 
the personality of this Maqam is best expressed by foeusing more 
on the A note throughout the melody, on the condition of closing 
on E. Moreover, the range of the melody is mostly contained 
between the E and A. 

- Since the French name for note A is "La" while E is "Mi", it is 
believed that the name "LaMi" evolved due to this primarily 
reliance on those 2 notes during the play of this Maqam. 

- The corresponding video example shows this unique personality of 
this Maqam and the way it is played on the oud. 

- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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1^ ■vi c^\ ij^all l,\ g \ ^j^Li_ijj - 

^ l^Aj iJa ^_g-a 

(jLa (Jl^j_:5kVI A_3l^ C5-^ .((^^) 4_-<Ju (j_-a ‘\_jljlijlj ^)_^VI (jiaat^l (Jj-^ 
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sl^jjJl A.A3U C5^ 
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(jjjkj-jjj^jAll JJX- L<a£ l,lAj tiliLuijJlj ^^gjjjoL^Jl ^‘i^a ‘i (_gic- 

_j ^l.Lall Aj^ajoU <^ljj LjJAjuJI AjL 
;^lLallj AjaLLall AjjjjJJ^I Jalii - 
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Nahawand Family 
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Maqam Nahawand 


- This Maqam is the equivalent of the western Minor harmonic, with 


its sensible note (Hassas). This entails lowering the 7* note by a 


2 


tone with deseent along the seale (as shows in the grey arrow 
pointing upwards, and the grey eircle/dot). This means the 7* note 
is played as B natural on the way up (with arrow pointing down !), 
while played B bemol on the way down. In Arable it is also called 
Maqam Saghir (the small scale), as related to the Major scale 
(Ajam). 

- This Maqam is composed on Nahawand Jins on C + Hijaz Jins on 
G. 


- Maqam-related action points on the oud neck (front view/right- 


handedly): 
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- Several oud video examples are included: 

o In the first adjunct video example, part of Abdel Wahab song 
(Ya Msafir Wahdak) is played. 

o In the second video, the song Bint Shalabiya is played. In 
both videos (1 & 2) the 5-course oud (with the tuning FF AA 
dd gg cc; bass treble) was used, 
o In the third video example, a famous song (Layalil 0ns Fi 
Vienna) by Asmahan Atrash (music by her brother the late 
Farid Atrash) is played using a 6-course oud with a tuning of 
FF AA dd gg cc ff (bass treble), 
o Example 4 presents oud playing (rendition) of the late Riadh 
Sunbati's famous Nahawand improvisation. In that famous 
Taqasim, some other Maqams are demonstrated too by the 
way. In this example, a 6-course oud was used with tuning 
of C FF AA dd gg cc (bass treble). 
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o Example 5 presents an oud playing of an old Turkish music, 
using the 5-course oud (tuned as FF AA dd gg cc; bass 
treble). 
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(ilLjAj ."jjjt, _11 ji "jj, u^"_11 tiia-ji - 

(JjVl ^^)^1 (JjLiij_jjj _ ^(__)j)Lui_2k t ^(__)joLuj_aj 

_J^^jja 11 l^A i^jAiJa 

^J.1' •N + ^(JlljalljJ _11 (JJ'lW ^ILoll l^A ^JLuJ - 
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^iallAll ^Lllu^^I (^^ixll Jalij - 
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j J^^jtJl ^l.lklLuilj A_^.13 A_^^ ^'®.; inj^l L33C' ^jjmL^I (JllLi^l 
^^L^l ji'nII ^1^)^1 (3^ c j-V-1^ uOJ'^) a tii^a'vll 


O 


O 


100 



































Mag am Nahawand Kurdi 


- This Maqam is almost identical to the Nahawand, however, this 
Maqam does not contain a sensible note (Hassas). The composer 
on this Maqam would deliberately avoid the natural B and would 
aim on the B bemol instead. 

- This Maqam is composed of Nahawand Jins (on C) + Kord Jins (on 
G). 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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- In the adjunct video example, the intro to Mohammad Abdel Wahab 
song (Cleopetra) is played. You can actually notice how Abdel Wahab 
eloquently designed the intro without the sensible note, but instead insist 
on the B bemol. 
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Mag am Sultani Yagah 


- This Maqam is theoretically a transpose (Tasweer) of Maqam 
Nahawand on low/tonic G (upper string). However, it is practically 
played a bit differently to expose its unique personality. This 
usually entails beginning on the high/tonic note (pertinent to that 
Maqam; high/tonic G; lower string) during the improvisation, and 
later exposing the Hijaz Jins (set) on D before closing (on 
low/tonic G; upper string, which is called Yagah) where it finally 
resides. This concept is principally elucidated in the second adjunct 
video. 

- A great number of musicians though necessitate that in freestyle 
improvisation, Sultani Yagah Maqam is to be opened first with the 
Hijaz Jins (on D) as if it were Maqam Hijaz at first, then the player 
works his/her way through the Maqam to finally perform 
Nahawand on G towards the end. This is important to exemplify 
this particular Maqam's personality. This style is particularly 
elucidated in the second video example. 

- It is worthy to point out at this point that the sensible note usually 
appears more frequently in this Maqam say than in a relevant 
Maqam - Farah Faza (which is basically a transposed Nahawand 
Kurdi on the low G note; Yagah), keeping min mind of course that 
despite the high extent of similarity in the scales between the two 
Maqams, each one has a uniquely distinctive personality and 
attitude. 

- Maqam-related action points on the oud neck (front view/right- 

handedly): _ 
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^_gic. ^jl^jll ^ILo] Aj) ^_gic- ^ILoll I^A ^Liic-l - 

+ (Jj|t.^ll (j-a jl c^AjuLuJI a <a« ‘i\l^ AjoiLuiaj 

.(cf j) ^ j3 (j^ 

/ aVi-v'i L^j^j Ajt.^'Vtii ^ILaJI l..!^ Aji V) AjLujj]| - 
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Maqam Farah Faza 


- This Maqam is theoretically a transpose (Tasweer) of Maqam 
Nahawand Kurdi on G (Qarar), primarily without the sensible note. 
Nonetheless, the sensible note can sometimes be incorporated into 
this Maqam, but in a much less extent as seen for example in 
Maqam Sultani Yagah, where the sensible note may appear more 
frequently. 

- Despite its resemblance (as a theoretical transpose to Maqam 
Nahawand Kurdi) this Maqam is practically played a bit differently 
to expose its unique personality. This is usually accomplished 
through initial exposure of Ajam Osheiran feel (Jins) at first and 
then making a smooth transition to the Nahawand Kurdi 
(transposed on G) eventually, making it what it is, Farah Faza. 

- This is exemplified in the joint video examples 1&2. The 5-course 
oud is played here tuned as FF AA dd gg cc (bass treble). 

- Maqam-related action points on the oud neck (front view/right- 
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Mag am Busalik 


- This Maqam is basically a Nahawand in essence. In faet, the name 
Busalik (particularly pertinent to Jins) was even more eommon 
amongst musieians to signify the Nahawand formation, so both 
terms have long been used interehangeably all along. 

- It can be also viewed as a transpose of Maqam Nahawand Kurdi or 
Farah Faza (i.e., without a sensible note; Hassas, on D). 

- Thus the seale of this Maqam resides on D (unlike Nahawand 
Kurdi, whieh resides on C, or Farah Faza whieh resides on G). 


- Maqam-related action points on the oud neek (front view/right- 
handedly): _ 
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- Two video examples illustrating application of Busalik on the oud 
are shown: 

o The first 2 examples are basically brief improvisations on 
Maqam Busalik (using the 5 eourse oud in Example 1; FF 
AA dd gg cc, while using a 6-eourse oud-tuned as D GG AA 
dd gg ec in Example 2) 

o In the third video, a famous pieee by the late Jamil Bashir is 
played, where Busalik (or Nahawand on D) is played in 
addition to another Maqam (Nahawand Sunbulah; 
transposed on D) using a 6-course oud (tuned as CC FF AA 
dd gg ee). Seales of both Maqams are finally played at the 
end of the video (Busalik, Sunbulah on C & D transpose). 
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Mag am Sunbulah 


- This Maqam is also called "Nahawand Murassa'" or "Buzum 
Tarab", as well as "Nahawand Sunbulah". 

- This Maqam is considered a Minor Melodic (without the sensible 

note) with its 5* note lowered by a ^ tone. 

- Two video examples are attached; the first is s brief improvisation 
on Maqam Sunbulah, while the seeond video example is shown as 
part of the third Busalik example in the Busalik section, where part 
of Jamil Bashir music "Shallalat" is played, such that the Maqam 
Sunbulah is transposed on D. 


- Maqam-related action points on the oud neek (front view/right- 
handedly): _ 
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Maqam Oshaq Masri 


- This Maqam is primarily composed of Nahawand Jins on D + 
Bayyat Jins on A (or Rast on G). 

- It may also be ealled Maqam Oshaq. 

- Maqam-related aetion points on the oud neek (front view/right- 


handedly): 
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Nawa Athar Family 

jji )Jill Aljlc. 
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Mag am Nawa Athar 


- This Maqam is basically a minor (harmonic; Nahawand), with its 
4* note raised by half a tone. 

- The most apparent characteristie about its personality is the 
exposure of the Nikriz Jins (on C) alongside Hijaz Jins (on G). The 
original set (Jins) can also be considered Nawa Athar Jins (on C). 

- This Maqam eventually resides on C. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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- The video example presents part of the song Fakkaroni (sang by 
Om Kalthoum, and composed by Abdel Wahab) following Maqam 
Nawa Athar. 


114 
































Jj) Ijj ^\1a 


(jjJLftijll LS'^^)^ ‘^1 CS"^ ^LLa]! l^A jLiic-l - 

t. «ii.^‘i jljiLaJ AjuLuJIj Ajul^l 
(_gic- ^1 •N'S (jti W + jjJl ^_gic- tJj«^l (Jj.i‘tv (_j-a ^ILall liA - 

.(j'^) ‘Laij (_5-lc- ^ILall l^A ^Vunj - 



1 


>' »JH 


1 

Athar _I__ 

I 

' - 

1 




9 

e 


4 djlsLuiAll 

1 

1 

2 

li 

2 

1 

2 

1 

2 

li 

2 

1 

2 

Up/^'^ 

1 

1 

2 

li 

2 

1 

2 

1 

2 

li 

2 

1 

2 

Down/tia 




115 


































Mag am Nikriz 


- It is primarily composed of original Jins of Nawa Athar (on C) + 
Nahawand (also called Busalik; on G) for its secondary set "Jins". 

- Exposure of this secondary Jins (Nahawand) is very essential for 
best expression of this Maqam during improvisation. 

- This Maqam eventually resides on C. 

- It is also possible in the playing of this Maqam to replace the B 
bemol with B half bemol (partieularly with deseent along the 
scale). 

- Maqam-related action points on the oud neek (front view/right- 

handedly): _ 
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- An improvised short pieee is played in the first video example. The 
2“^^ video example is part of Om Kalthoum's song "Fakkarooni", 
where a smooth transition is made from Rast to Nikriz. 

- The third video exemplifies a brief Nikriz applieation as part of a 
Turkish Longa. 
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Mag am Athar Kord 


- This Maqam is very similar to Nawa Athar but has a slightly 
different soul and feel, due to the half tone reduetion in its second 
note (D bemol instead of D natural). 

- It can also be viewed as a modified Maqam Kord on C with both 

the 4* and 7* notes raised by a ^ tone/each. 

- This Maqam eventually resides on C. 

- This Maqam is composed of Jins Athar Kord on C (primary) + Jins 
Hijaz on G (secondary). The secondary Jins can be interchangeably 
replaced with Jins Kord on G as well. 

- Maqam-related action points on the oud neck (front view/right- 

handedly): _ 
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- In the first corresponding video example, part of Om Kalthoum's 
song "Aqbala Tail" is played and exposes the flavor of Maqam 
Athar Kord. The 5-course oud is used is this example, tuned as FF 
AA dd gg cc (from bass to treble). 

- The second video example shows a freestyle improvisation on the 
6-course oud (tuned as C FF AA dd gg cc - bass to treble). 
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Mag am Husar 


- Maqam Husar is basically a transpose (Tasweer) of Maqam Nawa 
Athar on D (instead of C). 

- Maqam-related action points on the oud neek (front view/right- 

handedly): _ 
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Rast F amily 
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Mag am Rast 


- Maqam Rast is considered the foundation seale in Sharqy musie. 

- It is basically derived from the Major Seale (Ajam), with its 3"^^^ and 

7* notes lowered by a - tone eaeh. 

4 

- The word Rast in Persian means straight or right (the opposite of 
wrong), and truth. 

- The Rast oetave contains the following Sharqy synonymous tone 


names: 

o 1. C (natural) 

Rast 

o 

2. D (natural) 

Dokah 

o 

3. E (half bemol) 

Sikah 

o 

4. F (natural) 

Jiharkah 

o 

5. G (natural) 

Nawa 

o 

6. A (natural) 

Huseini 

o 

7. B (half bemol) 

Awj 

o 

8. C (tonic/high) 

Kurdan 


- This Maqam is composed of two Rast Jins', one on C and a 
seeondary on G. 

- The 7* note is a sensible note, as pointed in the grey arrow/circle, 
such that it’s a B half bemol (ascending; arrow down) but B bemol 
(descending; arrow up). 

- Maqam-related action points on the oud neek (front view/right- 
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handedly): 
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- Several oud video examples on Maqam Rast are attaehed: 

o In the first video example, the intro to Om Kalthoum song 
"Saloo Qalbi" is played using the 5-eourse oud (tuned as FF 
AA dd gg ee; bass treble). 

o In the second video example, musie of another song "Ana 
Albi Eleik Mayyal" (performed by Fayza Ahmad) is played 
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o 


using a 6-course oud (tuned as C FF AA dd gg ee; bass 
treble). 

Video example 3 starts with a short elip for the late Munir 
Bashir and his son Omar, playing on Maqam Rast (but you'll 
notiee the higher tuning of their ouds in that clip). The 
purpose of this short elip is to basieally show the applieation 
of the sensible notQ/Hassas in Maqam Rast. A 6-eourse oud 
was used here with the tuning (FF AA dd gg ee ff; bass 
treble). 

o Video example #4 presents the musie of Muwashah "Ya 
Shadil Alhan", where a 6-eourse oud was used, tuned as C 
FF AA dd gg ce; basss treble, 
o In video example #5, a similar oud was used as in the 
previous example, to play the song "Ya Mai Sham", 
o In video example # 6, the same oud plays Khanah 1 of a Rast 
Semaii (eomposed by Mohammad Qasabji). 
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Mag am Suznak 


- This Maqam is also called Maqam Rast Suznak. The word Suznak 
is Persian/Farsi in origin and means "saddening". 

- It ean be considered a Maqam Rast but with its 6* note redueed by 

a - tone, while its 7* note raised by a - tone. 

2 4 

- It can be also viewed as a Maqam Nahawand (Minor Harmonic; 
with its sensible note, Hassas) but with its 3"^^^ note raised by a 

-tone. 

4 

- It is basically composed of Rast Jins on C + Hijaz Jins on G. 

- When this Maqam is transposed on Yagah (low/tonic G) it is called 
Maqam Sharaf Nama. 

- The personality of this Maqam is best expressed with the exposure 
of Hijaz Jins on G before closure on C (Rast). This is illustrated in 
the matching video example. 


- Maqam-related action points on the oud neek (front view/right- 
handedly): _ 
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Mag am Nairooz 


- This Maqam is also called Maqam Naims Rast. 

- The word Nairooz or Naimz comes from the Farsi/Persian words 
"Nou" (meaning new) and "Ruz" (meaning day), so it means a New 
Day. This is pertinent to the first day in the Persian calendar which 
coincides with early spring. 

- It is basieally composed of original Rast Jins on C + Bayyat Jins on 
G. 

- In the matehing example, a brief diversion to Nirooz is exposed in 
the famous traditional song Qaddukal Mayyas (from Qudood 
Halabiah) sang by Sabah Fakhri is exposed, keeping in mind that 
the song is basically on Hijaz scale. This Maqam's personality is 
best expressed with partieular exposure of Bayyat Jins on G. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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Mag am Yagah 


- Also pronounced "Yakah", this Maqam can be viewed as a 
transpose of Maqam Rast on G, with the original Jins being Rast on 
G, and the secondary Jins being Rast on D. 

- The word Yakah originates from the Persian/Farsi word Yegah 
which means "first place". 

- Similarly, as in Maqam Rast, the 7* note is a sensible note (Hassas; 
just like in Maqam Rast. 

- Maqam-related action points on the oud neck (front view/right- 
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Maqam Mahoor 


This Maqam can be considered a Maqam Rast with its 7* note 
raised by a ^ tone, to make it a sensible note (Hassas; according to 


the following lower schematie). However, a smaller minority of 
musicians don't incorporate sensible note into the seale (aeeording 
to the following upper schematic). 

- The name Mahoor is a Persian word for creseent. 

- This Maqam is eomposed of Rast Jins on C + Ajam Jins on G. 


- Maqam-related action points on the oud neek (front view/right- 
handedly): 



- The added video is played on Maqam Mahoor. 
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Mag am Suzdalara 


rH 

This Maqam can be considered a Maqam Rast with its 3 note 
raised by a ^ tone. The 7* note (as in Maqam Mahoor) is 

considered a sensible note (Hassas) by most Sharqy musicians. 
However, a smaller minority of musicians don't incorporate a 
sensible note into the scale. 

This Maqam is also called Suzdal Aara, which means (in Farsi) the 
"Lover's Flame". 

It is composed of Ajam Jins on C + Rast Jins on G. Therefore, 
some musicians relate this Maqam more to Ajam family (simply 
because of its Ajam primary Jins on C), instead of Rast family. 
Maqam-related action points on the oud neck (front view/right- 
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Saba Family 
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Maqam Saba 


- The scale of this Maqam can be viewed as a modified scale of 


Bayyat such that the 4* note is lowered by a 


-tone. 

2 


- Maqam Saba is composed of Saba Jins on D + Hijaz Jins on F. 

- This particular Maqam is sometimes referred to as a Free-Maqam 
(Maqam Hurr). This is due to the fact that the 8* note in its scale 

can be reduced by ^ tone with like a "rebound". This means the 


following: if the player is to stop/close the melody/improvisation at 
the nigh note (D/Jawab) of this Maqam, usually the note would be 
a natural D (high/tonic D; Muhayyar-as shown in the following 
upper schematic-Sabal). However, if the player decides to 
"rebound" back to the low note (descending), then it becomes 
"more appealing" to the ear to return back from a D bemol (instead 
of D natural ! -as shown in the lower schematic; Saba 2). So in this 


second case, you'll notice that the upper end of the scale is 


2 


tone 


different from the scales tonic note (Qarar-D/Dokah). 

- This Maqam resides/rests at note D. 

- Maqam-related action points on the oud neck (front view/right- 


handedly): 
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- Joint oud video examples: 

o In the first video example, part of the famous Nagat 
Saghirah's song "Shakl Tani" is played whereby the seeond 
form (Saba 2) is performed, using the 5-course oud, tuned as 
FF AA dd gg cc (bass treble). 

o In video example #2, part of a Kuwaiti song "Ajurri Sout" 
(by Abdel Karim Abdel Qadir) is briefly presented. A 6- 
course oud (tuned as C FF AA dd gg cc; bass treble) was 
used here. 

o In the third example, part of Om Kulthoum's song "Atlal" is 
played, using the same oud in the previous example. 
However, the oud tuning was lowered in this example to 
meet the tuning in the original song, as described in the 
video. 

o In video example #4, the oud was re-tuned as in the original 
song (lowered tuning). In this example, the oud is played 
alongside a track of Om Kulthoum's song "Howa Sahih" at 
the same time. A 6-course oud was used (tuned as D GG AA 
dd gg cc; bass treble) here. 
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Maqam Zamzamah 


- Some musicologists use the words Zamzamah and Zamzam 
interchangeably for the name of this maqam. 

- The scale of this Maqam is considered a modified Maqam Saba 

with it's 2“^^ note reduced by a - tone. 

4 


The same concept applies here as well regarding the "rebound" 
form seen previously in Saba 2. 

This Maqam resides/rests at note D. 

Maqam-related action points on the oud neck (front view/right- 
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Mag am Saba Busalik 


- The scale of this Maqam is considered a modified Maqam Saba 

with it's 2“^^ note raised by a -tone. 

4 

- This Maqam resides/rests at note D. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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Mag am Saba Osheiran 


- This Maqam is considered a transpose (Tasweer) of Maqam Saba, 
on A, where it resides, with the same rules apply. 


- Maqam-related aetion points on the oud neek (front view/right- 
handedly): _ 
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Mag am Sikah 


The name Segah (or more aecurately as in Farsi language, where it 
actually originates, "Sikah") is composed of two words, "Si" which 
means "third" and "Kah" which means "note or tone". Hence, 
Sikah stands for the tone E half bemol (Mi Kar) with relevance to 
Maqam Rast as the main Maqam in Arabic music (see more details 
in Maqam Rast section). So in this Maqam - Sikah or Segah - the 
scale starts with the note E half bemol. 

The incorporation of half bemol notes (-quarter tones) in music is 
uniquely flavors the melody with that "Eastem/5'/iar^y" musical 
taste. 

Maqam Segah is composed of original Segah Jins (on E) + Rast 
Jins (on G) for its secondary set "Jins". 

This Maqam can be actually considered a shifted Rast scale, 
starting on the latter's note (that is the same Rast scale but 
staring on its 3'^'^ note; E half bemol till the 8* note of the scale, also 
E half bemol). 

Below are 2 forms presented, the first one (upper schematic) which 
is the more common form (without a sensible note), whereas the 
second (lower schematic; form 2) with its Hassas (sensible note). 

In the joint video example, an old Iraqi song "Ammi Ya Bayya' El 
Warid" is played, but was -retuned to standard concert pitch for 
purposes of exemplification here. The audio clip was followed by 
oud playing of that melody using a 6-course oud tuned as D GG 
AA dd gg cc (bass to treble). 
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- Maqam-related action points on the oud neck (front view/right- 


handedly): 
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Mag am Sikah Huzam 


This Maqam is basically a modified Sikah Maqam, with its 4* note 
reduced by a half tone and its 5* note raised by a ^ tone. 


- Maqam Sikah is composed of original Sikah Jins (on E) + Hijaz 
Jins (on G) for its secondary set "Jins". 

- The personality of this particular Maqam is primarily built upon 
the manifestation of Hijaz Jins on G. 

- Theoretically, this Maqam can be looked at as a transpose 
(Tasweer) of Maqam Rabat Arwah (branching also from Sikah 
family). 

- Maqam-related action points on the oud neek (front view/right- 

handedly): _ 






6l Sj< *1 

1 

- A - 


5^pnsh HiJ7Pnn =f 

. s 

-- 

- ^ 

1 - 


T 

s 

- 1 

y - 


Tone Distance 

3 

4 

1 

1 

2 

li 

2 

1 

2 

1 

3 

4 

^Up 

3 

4 

1 

1 

2 

li 

2 

1 

2 

1 

3 

4 

^Down 


- Several video examples are included within the frame of this 
Maqam: 

o In the first video example, freestyle improvisation is 
performed on Maqam Huzam. 

o In the seeond example, part of the famous song "Lailit 
Embarih Maganeesh Noum", by Sayyid Makkawi is played. 
In those 2 previous examples the 5-course oud with the 
tuning FF AA dd gg cc (bass treble) is used. 

o The third example entails another song/Muwashah "Ya 
Ghusna Naqa". This song was performed by several singers 
including Fairooz. A 6-course oud with the tuning FF AA dd 
gg ee ff (bass treble) was used in this example. 
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Mag am Rabat Arwah 


- This Maqam can be considered as a Transpose (Tasweer) of Sikah 
Huzam on B half bemol. However, some musicians suggest that 
the last note (B half bemol ean be played as B bemol on the way 
down). Also, it is suggested that the B half bemol is played a little 
lower in Rabat Arwah as eompared to the sharper (raised) E half 
bemol in contrast to Sikah Huzam. 

- It can be also considered a modified "Maqam Iraq", with its 4* 


note being reduced by a 


1 

4 


tone while its 5* note raised by a 


-tone. 

2 

- This Maqam is eomposed of Sikah Jins (or Iraq) on E half bemol + 
Hijaz Jins on D. 

- Maqam-related action points on the oud neek (front view/right- 
handedly): 
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- A video example playing Maqam Rabat Arwah on the oud is 
represented from a part of Om Kulthoum's song "Atlal". 

- In the second video example, part of the song "Darit El-Ayyam" 
(Om Kulthoum's) is played. 
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Mag am Iraq 


- This Maqam can be actually considered a shifted Rast scale, 
starting on the latter's 7* note (bass). 

- This Maqam is called "Iraq" simply because it eventually resides 
on the note B half bemol, which is known in the Sharqy music as 
"Iraq". 

- Maqam-related action points on the oud neek (front view/right- 
handedly): 
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- In the corresponding video example, a transition is made in the 
melody from Maqam Rabat Arwah to Iraq. The song is "Min Ghair 
Laih", by Mohammad Abdel Wahab. The seeond example is an 
improvisation (Sunbati-inspired). 

- When this very Maqam is transposed on its treble note (B half 
bemol) it is called "Maqam Awj Iraq", with the word Awj 
signifying the high note (tonie) of B half bemol, as shown in the 
following schematic (considering the presence of a 6* string; tuned 


as ff). 
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Mag am Bastanikar 

- This Maqam is derived from Maqam Iraq, whereby the 6* note is 
redueedby ^tone. 

- This Maqam is composed of Sikah Jins (or Iraq) on B half bemol + 
Saba Jins on D. 

- This Maqam's personality is best expressed with the exposure of 
the Saba Jins (on D). 


- Maqam-related action points on the oud neck (front view/right- 
handedly): _ 
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- In the pertinent video example to this Maqam, part of Abdel Halim 
Hafez song "Zalamooh" is played. 
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Maqam Musta’ar 


- This Maqam is another Sikah derivative. 

- It ean be also viewed as Maqam Shuar with its 5* tone raised 
by ^tone. As a reminder, Shuar is basically a Sikah with its 5* 

note reduced by - tone. 

4 

- Some music schools state that this Maqam has a sensible note (as 
shown in the lower schematic), whereas the majority say it does 
not. In this case scenario, on descent (down the scale) it resembles 
that of Maqam Maya. 

- This Maqam has a unique Musfar Jins sound (due to this unique 
1^ tone spacer). You can listen to it in the relevant video example. 

- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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Mag am Sikah Baladi 


- This Maqam is a very unique one in music coming from Egypt, and 
to a lesser extent in Iraq. Sometimes it is also called Maqam "Sikah 
Iraqi" 

- For the novice, the way it sounds may falsely give an impression of 
lack of harmony. However, it is a very beautiful and unique scale 
and is played a bit differently than in other Maqams. 

- One way to describe it is as if it were an exaggerated Maqam Hijaz 
Kar (or one of its transposes; Shahnaz in our current example). 

- It has a pretty unique inter-note spacing (as shown in the below 

3 

table; alternate between -& 1). 

4 

- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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- There are 2 pertinent video examples related to this Maqam. The first 
one is an exemplification of Sikah Baladi (on D), from the famous Abdel 
Halim Hafez song (Ahwak), while the second example is from Om 
Kalthoum song "Arooh Limeen" (transposed on C). 
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Mag am Frihnak 


- This Maqam is a derivative of Maqam Iraq, and henee of Sikah. 

- There has been some controversy regarding the specifics of this 
Maqam. The greater consensus among Sharqy music masters 
present the first form (upper schematic shown below). To a lesser 
extent, however, some consider it simply as a transpose (Tasweer) 
of Maqam Sikah on B half bemol instead. 

- This Maqam is composed of Sikah Jins (or Iraq) on B half bemol + 
Rast Jins (on D; with relevance to second form), keeping in mind 
that this particular Maqam is best expressed when both Rast and 
Hijaz Jins' (on D; at the level of the second Jins/set) are used 
interchangeably. This makes Frihnak look like another Maqam - 
Rabat Arwah - at one point. It is, therefore, worthy to point out that 
this Maqam is usually played alternately with another Maqam 
(Rabat Arwah) during modulation, and this really captures the true 
flavor of Maqam Frihnak. You'll notice that amazing intimacy 
between Maqam Frihnak with Maqam Rabat Arwah in the joint 
video/audio examples. 


- Maqam-related action points on the oud neck (front view/right- 
handedly): 



- Two applications of Maqam Frihnak are demonstrated in the 
attached video examples: 


165 



















































o In the first video example, part of this Maqam is 
demonstrated in the introduetion of Om Kalthoum's song 
"Atlal". 

o In the second video example, part of the intro to Om 
Kulthoum's song "Darit El Ayyam" where a violin plays a 
short Taqsim (Frihnak 1 in particular), followed by an 
exemplification on the oud. 
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Maqam Maya 


- This Maqam is a derivative of Maqam of Sikah. 

- Several synonyms have been used interchangeably to relate to this 
particular Maqam, such as Awj, Shuar, Oshar (or Awshar). In fact, 
those synonymous terms mostly describe transposes of the same 
Maqam, but sometimes called this or that based upon the origin 
and the personality of that scale (the way it is played). For 
example, in Iraq and Iran the most common name for this Maqam 
is Oshar (Awshar) and is played in a bit different fashion in other 
Arabic countries, Egypt for example. This Maqam is referred to as 
Awj most likely when played starting on B half bemol, while the 
other synonyms (Shuar) mostly refer to the Maqam starting on E 
half bemol. 

- This Maqam (particularly shown in upper schematic) can be 
considered as Maqam Sikah with its 5* note reduced by a ^ tone. 

- The general consensus however is that this Maqam starts (resides) 
on E half bemol (as represented by the upper schematic). 

- Maqam-related action points on the oud neck (front view/right- 
handedly): 
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- In the first video example, you can see the transition from Maqam 
Frihnak to Awj/Maya/Shuar/Oshar (on B half bemol) within the 
introduction of "Atlal" song (of Om Kalthoum). In the second video 
example, the same scale is played in an Iraqi style (Oshar/Awshar). 
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Mukhalif 


The fact of the matter is that Mukhalif (or Mukhalaf/Mkhalaf) is 
more of a set/Jins, or more accurately an Eqd (a pentachord; 
composed of 5 notes). However due to the fact that was widely 
used in Iraqi music in particular, as a stand alone "mood" and 
eloquently employed to sing a whole song, it was referred to as a 
Maqam more and more. 

The word "Mukhalif in Arabic translates into "different" or even 
awkward. This basically stems from several unique aspects about 
this Maqam, which are: 

o Despite sharing 3-4 notes with Maqam Saba (starting from 
the second note at the level of the original set/Jins), Mkhalaf 
ends with the note B half bemol (which is NOT part of 
Maqam Saba) in its fifth consecutive note. As you'll see in 
the video example though, despite the high similarity in 
notes, Mukhalif varies tremendously from Saba's mood. 
o Komat (or cents - the smaller fractions of a tone) play a 
major role in forming the structure of this particular Maqam 
(or more accurately, Eqd) and shaping its personality in 
many unique ways: 

■ As in Maqam Segah/Sikah, the note E half bemol is 
also raised (by Komat), in comparison with that note 
say in Maqam Bayyat or Rast (check the 
Miscellaneous section regarding the concept of Komat 
in Sharqy music). 

■ Also, the note G bemol in Mukhalif is lowered by 
komat/cents, and is often played using the slide 
technique during action (i.e., sliding the same action 
finger from note F to G bemol, back and forth during 
improvisation). Recall this sliding technique 
somewhat exists in Maqam Saba as well especially 
when played in some Iraqi music (some also call that 
Saba Iraqi!). 

■ Uniquely too, the A natural/bikar in Mukhalif is 
slightly lowered (by Komat) as repeatedly pointed out 
and dwelt upon at the end of the attached video 
example. 

■ More importantly and interestingly, despite the fact 
that the note C (known as Rast note) does NOT 
actually exist within the scale of Mukhalif, it is 
usually used in a distinctive fashion as if the Mukhalif 
scale bounces/rebounds off this note before getting 
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within the notes of the scale (mostly E half bemol) as 
a starter. To some it may initially look/sound like an 
ornamentation to this Maqam (Eqd), but the fact of the 
matter is that it is more than just an ornamentation of 
Eqd Mukhalif, and is quite essential in presenting the 
true personality of Mukhalif during the play (usually 
at the very beginning of improvisation). This is 
demonstrated in the pertinent oud video example. 

■ Some musicians also say that the B half bemol is also 
raised a little by Komat. 

- Isn't it just remarkably interesting to sing a whole song or play a 
melody based upon such a short range of notes !!? © 

- Maqam-related action points on the oud neck (front view/right- 
handedly; in the 5-course oud tuned as F A d g c - bass to treble): 
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Oud Tuning 
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Oud Tuning 


One of the simplest methods for tuning the oud is done using the tuning fork. 
Although tone G is probably the best choice for this method, we’ll be using the tuning 
form for note A (440 Hz frequency). Of course there are many other varieties of tools 
and instruments used for tuning ! 


Consider the following order of tones, for the Arabic oud (F A D G C; bass treble. 
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Here are the steps; After gently striking the fork, listen to the A tone, and: 


1 . 

2 . 


3. 


4. 


5. 


6 . 


Tune strings (A) following the tuning fork. 

Tune strings (G) according to A (an easy 1 tone difference). Check for 
matching between Qarar (bass) & Jawab (treble) tones (relevant to red lines in 
the schematic below). 

With a 1.5 tone difference (from A) locate tone C, and tune strings # 5 for C 
(shown in navy blue lines). 

On strings #5 (C), locate the 1 tone difference to find tone D, and tune strings 
# 3 accordingly (shown in orange lines). 

From strings #4 (G) and on strings # 3 (D) locate the action point for a 1 tone 
difference to find tone F, and tune string(s) # 1 accordingly (F; shown in green 
lines). 

Now it’s a matter of fine-tuning, and you’re done ! 
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Mag am Identifier 


Flashbacks and Idea behind Maaam Identifier: 

Previously in Version 1, we explored Maqamat through recognizing 
the action points and notes on the oud neck, and thus the scales. 
Furthermore, we covered some of those Maqam personalities. Eventually, 
we listed and described the "tone distance" as you can see in the small 
table with the numbers in each particular Maqam section. Now, we are 
going to do this process backwards and see how useful it is to do so, 
using this new and handy tool the - Maqam Identifier 


What do I need to use the Maaam Identifier for? 

For an inexperienced music enthusiast and Maqamat in particular, 
it could make a lot of sense to comprehend and feel a certain individual 
Maqam while reading about it (as we've seen previously in Version 1). 
Undoubtedly, of course this makes it relatively easier to glimpse a 
Maqam say in a piece of music. However, sometimes listening to a 
certain Maqam in a melody may not trigger that sense of certainty for 
knowledge of that Maqam, as it may still be uneasy to scan the memory 
or browse through the piles of pages in order to link it to a particular one 
out of 50+ listed ones covered in Versionl, and thus allowing room for 
vagueness. For example, suppose you like a certain part within a melody. 
Even with some basic theoretical knowledge about Maqamat, spotting 
what Maqam this is may not be the easiest thing to do at a glance. 
Therefore, this new tool 'Maqam Identifier" was constructed for you to 
recognize a Maqam by doing some simple analysis in no time ! 


Concept of Application: 


A spreadsheet containing the tone distances (in increments of a 


quartertone, which means that a 


4 


tone is given a value of 1 in the table. 


2 


tone given a value of 2, while 


3 

4 


tone given a value of 3, and finally a 


full tone is given a value of 4) alongside each pertinent Maqam. 
Accordingly, you can filter and choose the tone distances between 
consecutive tones within that Maqam's scale. This means you'll see 7 
values, the first value is the inter-note distance between the first and 
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second note of that scale, while the second value is for the inter-note 
distance between the second and third note of that scale, and so forth 
(covering an octave). Now to be able to do that, you need to carefully 
focus on the melody you want to recognize its Maqam to be able to 
recognize the residing note as well as the scale. Finally, in shadows of 
knowing the scale (and hence the inter-note distance in quarters), and the 
residing note, you'll see that the spreadsheet will automatically sort out 
irrelevant Maqams from the long list, and narrow it down to one Maqam 
(unless there are cross issues between certain Maqams, with a similar 
inter-note spacers). In addition, the pertinent Ajnas (Sets) are listed, 
which is a powerful tool as well to recognize Maqamat at a glimpse. An 
invaluable beauty of this tool is that you can recognize the Maqam even it 
was transposed (simply through the inter-note distances). A ~27-minute 
video analyzing the first half of Atlal song (composed by Riadh Sunbati, 
and sang by Om Kulthoum, lyrics by Ibrahim Naji) is included in this 
category and shows how the Maqam Identifier tool is used to analyze the 
Maqams within that great song. The remainder of that analysis (for the 
second half of the song is available upon request through the private 
YouTube channel for subscribers). 


181 


CjUallAll jXiA 


;’’(JjLalLall f'jj Lai ^j^lj«j»uit 


.(cJj'^' J' ^ ‘ ^Vl CS^) “^ajjaidlLalLall ^_jjJa ^ LijJa^)*iail (jij 

Lj3^)*j l^j tiilJi CllL-aijll ^IjIIjj ^cs^ cs^ U3^)*j 

dlL^lLo]! liUj ”^"'1 -X .T''’ .I'V ^ ^1 . >|V1 ' (A-jc- lLuA^I ^ ^LLa ^ai-ui 

jiLaiJl ^_j_3 ^jjiJLjia (J^ L)i-^ ^ ^ ‘ A 'ill CllliLuiAll LiSjjUj LaS ^aJja^I A^^jjill 

\-Aji (^1 cJ-^^ <■ a /' lT' j ^ j ■ >1 (J^lxIlLui (j-^ ^CllLdlLa]! a.1^ 

Cifl^^JLia" (J^L^ (Aj^ ^Li^l 1_al l’T' ..'V 1.1^ A_iLaC-j aI^_ui A_ij^)ja l_l] (_a ’’■. . n 

."^UIIaII uLilil^" ji 


cijx^" SAjIA U 


(_jjji-a “'^ ^LLa ^a-^j ^ JJ-a*' Aj^J-joiC llLalLall ^_jjJa _jaj (_)^jaiJ l-aj^ 

A_lii^^)Laj p‘' ^ j ^ (j^J ~ ^j!lLa]l ^1 IjAkI 11] Ia^ (J^-ui cJ^-^ 

Ax-La-ui Aic- ^LLall IaA A_jLaC- i^LA ^Lj j Ajc- Aj^^j AjajlJa 

V jl ^ t ^ '1 'K\l t" '1 a . ^ t ' la' A_j^)S1Aj jj ; ^jl (_]^jaiJl j_j^ A^ L>^ U"^ 

1 . a A_LaC. (_]^jaiJ l_<> IaA j ^H' liUj ^LLall tdJi L_a^)jiJ L<alLa 50 “'' 

A^^jjujj^ A_ilrfa& AAJ^^i^J ^ * ^ 1 j^l a j\l i 


^''^LaILaII uL^lS" (^ a £- IAm 


aLxjV) ^Lilljl (J^L^ ^LLall ^ If^ 1_a^ »‘'ll aI^^ A_i^^ A^^)ja dlLal-Lal) i>_Li!al£ <■ alAjj 

c^Uj p y ■' °‘' ^ ^"' ^ -a ^ ^11 1-^1 a’' AA^^suaj AmLxu C'll.^ai 1 “< 

^ -ajall (jjJ '_a.^'11 | A.,a^l ^ 1-^r-i A.-aij cJ^ 

(_g_ljSfl Ai_k^li]l AiLuballi _4 ^ -ajoll ^ l-»» ; (_J<al^l ‘3 ^ -ajol' Aj^lilllj t2 

t^aLLall tdlAi ^ aj ‘ ■'_ja] 1 ~1“'1' A jll'lll j A ill (u ''<« 3') ^IjolaILj Ajis-a 

lilljj CllliLoL^a ^fioLJ ^ ^(jl C5^) <-ljliill A-aijll (j^lJ ^l!i]l a41_uia]I (j^ 

Ajij ‘^1 jlt~- tAj-k^LiJl oAA jaAiiaij _A_1 ^L_al_j£jVl^ _j-a]l (JLaS*^ ^Loill 

^LLall A_3^)ji^ lAAjc- ^)iLaLJ ^ Ajaajj pi “'ll CllLaij 

jl_ji^ljj lAAic- u)j C5"^^) c^IaJ ^_jij_jai _j-a]l pi “'ll aA^^suoj _^Aj1c. (_5^1 

^ ^ ^l_]aj ‘ A_ns^ CllLalLall AljtALoil Ajij.^aj pjj (pluillj AjaLLall 

(JLxSj (_3-i-aC. ^yi\ IaA j tplLa (_]£ U_J^ _Jaa3 (_j^l jl plLa] pjoilj oAIc- 

CllLalLall plc- plxj Ia^ 

dlLalLall J jl^''l "Clll_AlLa]l L_Liail£" plAkljoil A_^ plj jJA^ L_LLa i- _ '1 ;!' IaA l3^J^ 

C1i1_a1£j ip J ‘'1^ pi SAloiJI ^Lifr t^_^JaLli>ai]l (_y<aljj 2)^-^i) "(J^UaVl" Ajjtl AjALoi _ja]1 


182 












^ \rL 


^LLa (J-jliJ (jLj l—alc.^ lilJj <■ a■ ^ J ^alj t''*' 

<t . ^1 -x\l (CjDall 


183 






Oud Drills 

(IH J*-" 


184 


Basic Oud Drills 


In this DVD version, we introduce some basic to advanced hand 
techniques much needed by any oud player. In fact, most of the newly 
added videos show both left and right hands in action. 

Mastering hand techniques not only requires focus and 
concentration, but also requires long hours of practice in order to develop 
coordinated motor skills within the brain and the involved hand muscles. 
This means that for the beginner, there could often be moments of 
frustration ! Well, this is not something unexpected, just like in any other 
task where fine dexterity is required. 

In few introductory videos, the appropriate action points of the left 
hand are shown based upon the following relative specifications on the 
fingerboard: 



Of course, you can choose to see the appropriate action points for 
each Maqam in the Maqams' section spreading throughout the DVD 
multimedia. 

As for the right hand, we first start off with some pretty basic 
essentials ranging from holding the Risha (oud pick !), to some advanced 
plucking techniques (such as the inverted Risha). 

Another feature you'll notice within some of the drill videos are 
explanatory schematics. Those schematics are meant to show the 
sequence of the notes and the general flow of the drill which dictates both 
the right and left hand sequence together in a certain frame. 
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The following is an example sehematic: 



The numbers 1 through 7 represent the order of notes within a scale of a 
Maqam (anonymously), such that note number 8 occupies the same order 
as note #1 of the next octave (Jawab) for most Maqams. The bold/filled 
black dots each represent a note (Risha pluck). We will always be 
following the schematic from the left to the right side. Most (but not all) 
of those schematics have a trend to symmetry as you will notice. Now if 
you try to follow that pattern, you can only do it in a certain sequence 
(ascending and descending). The benefits for such drills are three-way: 
the right hand (Risha plucking technique), left hand (finger action), and 
the coordination between both ! 

What each of the drill videos represent is just an application of the 
drill on a single Maqam. Of course, for maximum benefit from each drill, 

each drill is to be applied on other Maqams.so you can imagine how 

many drills you can end up in total with that in mind. However, for 
purposes of easiness it is highly recommended that you select the Maqam 
you feel more comfortable with for starters, and then work your way up 
to other Maqams. 

In those Risha drill-related videos, the 6-course oud was used 
(tuned as FF AA dd gg cc ff; bass treble). 

- Drill 1: Shows how to basically hold the "Risha" (the pick used to 
pluck the oud strings). The key essentials needs to be taken into 
consideration are to hold the Risha gently but firmly, relying mostly on 
the thumb and the index finger. Avoid being tense while holding the 
Risha, simply relax. The thumb is primarily used to pluck downwards, 
while the index finger to pluck upwards. The harmonic use of both for 
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better timing and agility during oud playing is an invaluable tool. Another 
key element is to keep those two fingers "available" while holding the 
Risha. Another key for appropriately holding the Risha is to expose its tip 
in a ~45° angle, and to rely mostly on the wrist during plucking back and 
forth. 

It can be strongly said that the late Munir Bashir had the best Risha 
technique ever, and therefore we've attached a rare video showing the 
right hand (a close up) of this legendary oud soloist during improvisation 
(apologies for the poor quality of this rare video, but it is quite a gem !). 
Just to straighten the historic facts one by one, be aware that the late 
Munir Bashir (of Iraq) was taught by his elder brother the late Jamil 
Bashir (who also eloquently played the violin in addition to the oud). Of 
course both of them were taught by the legendary oud (and cello) player 
Sherif Muhyiddein Haidar (of Turkey). Therefore the Iraqi school of oud 
gained immensely from the deeply rooted Turkish school of oud in many 
ways and in essence. 

- Drill 2: In this video, two methods of holding the oud are shown: 

o The first one utilizes the low elbow hold, whereby the 
plucking hand with the elbow kept at a level close to the 
middle line of the oud (almost the level of the bridge). Of 
course you can see that the position of the right hand (or the 
hand holding the Risha for plucking) can be adjusted (in this 
case brought lower) by lowering the fingerboard down as 
well. This style is quite common in Egyptian school of oud 
and is believed more comfortable for performing the 
continuous plucking (known in Arabic as "Firdash") which 
is commonly used in their music. You can see in the joint 
video how the late great oudists of the Egyptian school of 
music held their ouds (e.g., Mohammad Abdel Wahab, 
Riadh Sunbati, and Mohammad El Moogi). 

o The second style is the "high-elbow" style whereby the 
plucking hand's elbow is lifted at a higher level (almost the 
top of the soundbox). Of course, you can see that the 
position of the right hand (or the hand holding the Risha for 
plucking) can be adjusted (in this case brought higher) by 
raising the fingerboard up as well. This style is more 
common in Turkish and Iraqi schools of oud, and is believed 
more comfortable for performing the inverted Risha 
technique which is quite common in their music. You can 
see in the joint video some great Iraqi oudists of the Iraqi 
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school (the late Jamil Bashir, Naseer Shamma) of music how 
the oud is typically held. 

Which is better!?!? Let's just say choose and use whatever 
you 're more comfortable with ! 

- Drill 3: This video shows how to perform down- and up-strokes with 
the Risha, followed by alternate plucking (using the inverted Risha 
teehnique). 

- Drill 4 shows how the continuous Risha (Firdash) is performed. 

- Drill 5 shows a basic and yet essential teehnique aceording to the 
following schematic (using the seale of Maqam Ajam as an example): 
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- Drill 7 shows a technique following this schematic (in scale Bayyat): 




- Drill 8 shows a technique following this schematic (in scale Kord): 
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- Drill 10 shows a technique following this schematic (in scale Sikah 
Huzam): 



- Drill 11 shows a technique following this schematic (in scale 
Nahawand): 
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- Drill 12 shows a technique following this schematic (also in scale 
Nahawand): 





- Drill 13 shows a technique (also in scale Nahawand) following this 
schematic (keeping in mind that you'll also see red circles surrounding the 
plucked note): 
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- Drill 14 shows a technique following this schematic (also in scale 
Nahawand): 



- Drill 15 shows a technique following this schematic (also in scale 
Nahawand): 
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- Drill 16 shows a technique following this schematic (also in scale 
Nahawand): 



It is essential that you notice the sensible note (Hassas) in each Maqam in 
order to give it its share of right during practice. 

- Drills 17 through 19 are basically focused on training the left hand 
(action on the fingerboard). Usually many oudists perform such drills 
prior to their concert as a means of "warming up". Such drills of course 
provide agility and harmonized timing between the left and right hands. 
Drill 17 is simply a gradual incline and decline in increments of a half 
tone from top to lower string. Drills 18 & 19 follow the following 
schematics (as you'll see in the videos): 
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Jjxil LiiJaJl ^ ks-jjaA cIiLuAjj Cjl^L-ul 


l^^y-ui La£ 4JI (_ 5 - 5 c. dlljjail.ui'^ 1 (_).<a*J LajS (_y<a^)*iaiijai 

<■ a ^ g; <»_a jjtll .Ijc. (_5jjaiJlj (_g_laJl aJI (j^ C5^' (j-“ AjA*J1 IaA t"'' 


A_jLaC. ^JJ ' ''(^ •^ A 5J1 I_ a^^aJl (jlij) (jl j 

l^_yA (_J-a;J-i 3 IaJ ^aJ (J^aJI JaLi!ij]l ^^^iLoU i^lll 

<*ia-a lilll jiLilll 4_jLac, jj£] <j1Aj JaL^j ^'''' ^aI^I (ji 


AAj^ Jalij i^jC- ' V''' (_3l-ljai Jaia^^l a 1 a\C- i ■ ■' ^iiallj 

;A^1 aUjV' l3^' Cf- aUjV' 



(D 

O 

9 

e 

© 


(j-a^)^l IaA ^LLa (Jjk^aJ-all ^^)jaiJl oA^ CS"^ ^Li-a ^''' ^ j'' ^ji ^jJalLj 

(_J£j^ ^jj£1_3 jjiSi 4^Aa!La t"'! jVa''^ (JLiij'^1 ^aj_j ^ l3^)^ uW^ 

Aj*^ jLaball AjA^ j^JA ^ ‘ l"'! ^ ^ y^J ;J^» ^ Jjill (J^l^ Ja^^liol 

_jJ (JLiLall ^_5-1*3 .U:J^)-'®^^ i"' 1 f,Lajjj (_^jjja^ ^ '^'U aJIj f.\ _j-uj^ 4_c.lil i^ja 

Jaia^^l IjAki 
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C CS^ J ‘8 1 (j--o 'tlioLiuiia L-alS^I (.^11 .'lA ^jl ^ •^'' 

\ A x» 'll .iLa^ ^IjJ^I ^1 C5^) 1 (_^ 8 L)J^ ^"'J^^oj■ ■' 

j t"'! A^j f.l a n LnV /''t\ jM' j_j^ ^1-^1 “'J .(7 

Iaj^ Clll—alLall (_j^ C 5 ~^ ^ (_]^ jj (JjlLa^ J 

p ^ ■<'^' 4Xa£^l AjtJjoJl AjUaj^lj ^LalS ^ j'ij■ ■'Lalui ^iAa^a'^l 

(_]^ (_3-JaJ ^ji 4_jij ia^ya A^lj ^ILal LaLoi jjj^La^l aAA J£ ji tilljjj !a^ 

(^(J-al^l CllLalLall (JS (_ 5 -^ U^ 


LS-jA-(_Jj ‘ ^-^^-V-1 a jjAJl ^jLaj Aioill A_j*Jl ^ 


Ja^JIujI 


p'J ‘ ■' 




'La^-all dlLljaiLai'^ 1 (_).<a*J (_j;}*-J Ia^I 4jiaj^l t^Lutaj AAJ^)Ja (_J^ 

cs-*y-^j Lff^ ^ ‘ *' /'J lJ^ ‘".' a 1 a'ic.*^! (jj^ ^''''; (jjAj A j'; (jAa^ <^~S 

UJ*. (jjAJk j_j_a (_]^ ^ ; ^ji i_J_^j l_a£ ?.l-iil AjljjoiJlj 

AaiiJ AjxjJaj f.lij'^1 ^ A^LiJl Ajc- (JLasilui^ "^j^liLa" 

^aijj L-aS /oAC-Lk^aJl <jljjaiJl ^ AMa"!*, ] (_jy-^ ^_5-3 A_]ajl^l 

jjA_ji]l ^^)Sjai L-a£ L_ajj«Jl c.Ljji ji_uj^l 4_£^)^ CS”^ tJ^-^ Ala'ic-*^i 
(_^_lc. (_5-lc.l ojA^ A_iiajj (_Jj L-ijlail Ajjaullj Ajul^ A^Ljjoijl (_^jjam]l 

L_a^)Ja ^ji Lja-ji t ' -v ' aS\ ^ L-S^^jlII f.l_lli A atl-x /'ll A A'^Wl f,\^\ 

45 lA^lALa ^AiiouJl^ jAUall 

uj) L)~^ cl) t—iltl cJ^joill 

_jjA_}i]l ^"'1 a\/' j_j^ j_j^ _<ju4j^l ^lAiJLail A 'Va*' 4_iai5Lui ^ cl)^ 

j_na ^1^1 (jliill IaA c^a] L_a jaJl _jLail C-lliS qC- ^jJajj !a^ cJj?~ “'*' AA3^)a]l 

cJ-^ A^ ^cl) ^ j _^^Aa<aa]l i^jm cJ^^jouII Of.lA^ (_jC. o^A*-a^ ^)y-^ 

a(ji_5 a_5-c-j cl)^"'^ i^^Lc- _j-A ^)y*^ cJ cl)^-^^ cly® ^^)y^ 

AllxaVl j_j^ cJ' lAJk ^)_li^l 5L^ A^j A_j3l^)aJl ^_^ij_ui_j<a]l cJ^-?-* ^_3-3 cl)^ oA-aC-l LaA ^)yauJ 

. clyAll i—aj^yall 


4_a3^)a]l jjA_ji]l ^"''a\/' ^jJa_ja _jA l.a£ _A_j*JI AAJ^)Ja (j^ ;^^liill 

;AtdLoia^U (jjJL^jlA (_jj^^)Ja tdliA 

A-Jl c1)J-5j ^''''ajjlII ^jjJa^ ^ ;(jAaiiAa]l (_^^)^1 CiIa ^jiall Q 

JaJ^)j C5^^ _jJk AcJ^3^) iS C5^ Wy ‘■4*aaj 

(_3jAia<a_Jl <■ a. ^ 1^ cl)~^ ^c3^^)^^ LS J-Ij'-*--® c1)_J"^ ^''' ^ 


■<''' ^_^_iaJl aJI ^jJaj cJyA*^ cl)^^ _J*-^ _jj>^a]l 

AJ^ _jiai-a cJ^^-^ (ly® ((^(jjAik^all i^ja l^JtS_j-a (_)Aai^ aJL^JI 

L-a£j (Aj all S^ -^1' 4 _uijAa 11 C-^LiJl 4i^)Jall oAA Cll^^A A_j*Jl 

n._ ll ,A_jll ^ ^ ci^l^l cly® cl) AIs^^aII _jjA^ 1 ^“'l al^' ^jJalj _jA 

A^j _4_aj^)iall ‘^11‘'_' A_jjl 11 ^_j£jaiaJ 1 5liLa ^_3-^_j-all Aa^^j t^_^Jaljjjaill (_)Aaljj 
"(JjIa^)^!" L_a^)x. (_j_a jLii£'^l A_ic. ^yliSi L_a^l_aJl ^A_ij Ai^jiall sAJ^ ^jLj cjy3 
_j-ail A '^.^/'ll ^joijAaII C5^^-S ^yAi^alall 
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(_5jlm-Aj (jj^ ^'''';^ dlli SijJall 

aJI ^_kJaj (JjAjij ^ _j3 ^ jl (jjAik^aJl 

jjk^aJl (jjAik^aJl 1 £,»AaJL^I lilll C5^0 u ' 

^A_kiijAAJ A_aj^)ia]l i^LL A3 j _j*JI Aj j _jSui.o (3^ 

A_ajJa ^ A_ij^jja]l sAA ^jlj (_]^ A3j _Aj3l^>aJl ^ L>^J 

S 'jVa/'\l Ajjj^l ^lAkluil 


1 —i jLxJl L^ ^Lkj^jJsJI mJsLlm^ /r/Ti^JiJ^jyi ^_^_4 

f<iiu^yi 


LJjLiillj ^ (j^_S _J^_S ‘ ^ Aj^j^Lj Ai^jia jj A^ ^ajj 

AjiaJ^l ^lAiJLaiLj^ 


_^Ajj>^a!La]l AjiaJ^l A_k!aJ^ ^1 .>i'Vl 


|(Jl!La£ ^ILa ^lui ^L^lj ^° J.' ij^ ^..^1 A.\l ^1 .>i'Vl 
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|(Jl!L4£ ^ILa ^lui ^lilj L)^ 
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^aXjoi ^ ij^-^ ^^jlC- ^^L!1]) ^1 . >i 'VI 



Lja-ll 


Ajjl^ ^LLa ^%Lui ^L^lj ^ _jjjlC- lLlUj]! ^1 .>i'Vl 


:Jlla£ 
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S.>iVl ' 1,1A t-uiLuii S ^ IQ 4 _jL*Jj ly t"'l -vl .>1 jVI 

1 jSjLc. ^ jlioL-a ^ C5"W^' J^ clW 

<JjaLj]lj ^CjJJjalJj£Jl (J.^ ^ ^liLaJ (jjjL-lull liLij (JjLa Jj_»Jl 


<■ a ■ ^ ' ^lAiaJ Jaj ^ c1p*J ^Lk-aj]! A 1^1 ..'jj | y j»3j 

^ kj_ui L-aS ^jjJaJai^l ^jla-lijS 19 _S 18 ^ LSCy^ 
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